Library Trends 21 (1) 1972: Trends in Archival and Reference Collections of Recorded Sound by Stevenson, Gordon (editor)
I L L I N O I S  

UNIVERSITY OF ILLINOIS AT URBANA-CHAMPAIGN 
PRODUCTION NOTE 












VOLUME 21 N U M B E R  1 
JULY, 1972 
Trends in Archival and Reference 
Collections of Recorded Sound 
GORDON STEVENSON 
Issue Editor 
CONTRIBUTORS TO THIS ISSUE 
GORDON STEVENSON . 
Introduction 
EDWARD E. COLBY . ’ 
Sound Scholarship: Scope, Pukose,. Function ahd 

Potential of Phonorecord Archives 

CARLOS B.  HAGEN 
The Struggle of Sbund krchides in ;he Uhited States’ 
DONALD L. LEAVITT . 
Recorded Sound in the Libraiy of Congre’ss 
NORMAN HOYLE . 
Oral History 
WALTER L. WELCH . 
Preservation and Restoration of Authenticity in Sound Recordings 
GORDON STEVENSON . * 
Discography: Scientific, ‘Anal;tical, His torkJ  ahd Sys’tematic 
DONALD C. ROBBINS . 
Current Resources for the Bibliographic Controi 
of Sound Recordings 
ABE A. GOLDMAN . 










This Page Intentionally Left Blank 
Introductiorz 
G O R D O N  S T E V E N S O N  
SOUNDRECORDINGS have been a part of library 
services for many decades; indeed, in a few unusual cases the use of 
non-electrical sound reproducing devices can be traced back to before 
1900.But progress in learning to exploit the full potential of this novel 
medium of communication was slow and erratic, hampered to a large 
degree by the bulky and fragile physical form of cylinders and 78 rpm 
disc recordings. With the rise of the long-playing disc in the lQSOs, 
librarians began to develop more extensive collections for educational 
and recreational uses. This development continues today as media cen- 
ters are established to integrate all audiovisual services and as a few 
librarians begin to deal with the problems and prospects offered by tape 
cassettes. The use of sound recordings as reference and research ma- 
terial has not kept pace with these developments, and despite our many 
years of experience with packaged sound, it remains-as a reading of this 
issue of Library Trends will demonstrate-a frontier area of librarian- 
ship. 
In the United States, but for a few pioneering collections, the sound 
archive is a relatively new phenomenon. Its organizational forms are 
quite diverse, its purposes are often loosely defined, and its potential 
recognized by only a few librarians. In short, the sound archive occu- 
pies a peripheral place in librarianship. The extremely diverse func- 
tions of archival and reference collections, the highly specialized audi- 
ences they serve, problems of “bibliographical” control and access, the 
unusual legal and copyright dimensions of sound recordings, and the 
complex technical problems involved in preservation and restoration 
have all made it difficult to integrate sound services of this nature into 
the basic structure of library and information services. But what insti- 
tutions do we have other than libraries to deal with this rich cultural 
heritage? There are no other institutions capable of doing for sound 
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what has been done for print materials. In any case, the creation of a 
new institutional form should be avoided: it would be too costly, it 
would erode the development of the library as an information center, 
and in the long run would probably limit access to recorded sound. 
The answer, then, is for librarians to begin to act according to their 
long-standing claim of responsibility for communications media other 
than print. 
What progress has been made, what are the major problems, where 
do we go from here? This issue of Library Trends deals with these 
questions largely within the context of libraries and archives in the 
United States. The international dimensions of the subject are quite im- 
portant, for one can learn much from the experiences of colleagues in 
other countries. Channels for communications at the international 
level have recently been established with the founding of the Interna- 
tional Association of Sound Archives, and this organization will soon 
begin to deal with the more vexing problems that cut across national 
boundaries. However, most of our basic problems are, I believe, pecu- 
liar to the United States. 
What are the purposes and functions of the sound archive? In the 
opening article, Edward Colby explores some very fundamental issues 
and asks questions which must be answered if sound archives are to be 
developed to the extent that their advocates wish. Colby’s paper throws 
much light on the following discussion by Carlos Hagen on the present 
state of United States archives. From these discussions the role of the 
private collector and the role of a few innovative sound archivists 
emerge as the major forces in the development of institutional collec- 
tions during the past decade and a half. The problem now is to build 
upon the very firm foundation that has been established by the first 
generation of sound archivists, The transition must be made to organi- 
zational forms and methodologies which can cope with the materials 
both intellectually and technically at a high level of efficiency and com- 
petency. If Hagen is correct, the lack of adequate financial support 
which seems to plague many archives is not the basic problem, it is a 
symptom of a serious lack of agreement as to the social and cultural 
value of historical and research collections of recorded sound. It should 
be obvious that librarians are not the only reactionary forces that have 
delayed the full development of sound archives. In the end, librarians 
will respond to the needs of students and scholars once those needs are 
articulated, and as the use of sound recordings takes a firmer place in 
scholarship, sound archives will flourish. In any case, a degree of opti-
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mism emerges when one takes an account of what has been accom- 
plished to date. 
Of the recent events which will have an impact on future develop- 
ments, none has been more important than the establishment of several 
new professional organizations. The founding of the Association for Re- 
corded Sound Collections (ARSC) represented a turning point in the 
evolution of institutional sound collections. The role of the individual 
( the collector, the scholar, the librarian) will continue to influence de- 
velopments, but will decrease as institutional collections and profes- 
sional archivists and discographers carry on work which is beyond the 
resources of the individual. The numerous gains resulting from the 
founding of ARSC are only slightly dimmed by the possibility of a loss 
of contact with the library profession at large (which, in any case, has 
ignored the needs of the recorded sound specialists). Whether they like 
it or not, sound archivists have a lot to lose if they remain too far out of 
the main channels of library communications. For one thing, most of 
the administrative decisions which have affected and will affect sound 
collections in libraries will be made by library administrators whose 
knowledge of recorded sound is often grossly inadequate for the deci- 
sions they must make. 
A further complication arises from the relationship between the 
sound archivist and the various subject specialists he must serve. The 
vigorous activities of ARSC have included efforts to bridge these gaps 
by joint meetings with groups representing such diverse interests as mu- 
sicology, jazz, country and western music, speech communications, and 
commercial record manufacturers and distributors. A large proportion 
of the ARSC members are private collectors and discographers, which 
may strike one as unusual until one realizes that the bulk of the extant 
historical material (i.e., anything out of print) is in private hands. 
The larger purpose of ARSC is to guide the future development of 
sound archives at the national level. The costs of founding and properly 
maintaining a sound archive are substantial and every effort must be 
made to avoid unnecessary duplication. Perhaps what is needed is not 
more sound archives but a more efficient use of those now in existence. 
If modern communications technology were put to use, a library could 
easily “plug in” to any major archive in the country. For example, the 
John Edwards Memorial Foundation (JEMF) has clearly defined its 
functions and its collecting areas (principally the sacred and secular 
music of rural white America as documented on commercially pro- 
duced recordings ), How many such collections are needed? Until some- 
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one can answer this question, it will be best to avoid the establishment 
of a dozen or more small, poorly staffed, and inadequately indexed col- 
lections when better service could be obtained by building on the 
strengths of JEMF and providing it with funds to develop a communica- 
tions system linking it with the widely dispersed libraries needing ac- 
cess to material in its collection. The same can be said of literally doz- 
ens of other major collections. 
What of the education of the young librarian interested in recorded 
sound? Apparently there are few courses in library schools and certainly 
no solid sequence of courses available to the future specialist. Certain 
aspects of the subject should be easily accessible to anyone attending 
an accredited library school, The fundamentals of discography, an ex- 
amination of the social and cultural significance of recorded sound, the 
basic reference sources-these, at least, should find a place in introduc- 
tory library science courses, But the training of the specialist is another 
matter. Perhaps here the answer would be a few special programs 
which permit selected students to fulfill the bulk of their library sci- 
ence degree requirements in a library school and then, as part of a for- 
mal program, work for six months or a year in one of the larger ar- 
chives. However, the training of the specialist is a problem that can be 
solved with little trouble if we want to solve it. It is the education of the 
non-specialist, the reference librarian, the bibliographer, and the future 
library administrator that is the serious problem. Progress in this area is 
surely more the responsibility of the library educator than of the pro- 
fessional sound archivist. 
Little else need be added here to the ideas which are presented in 
the papers which follow. If all of the problems and prospects of re- 
corded sound have not been dealt with, this is because of the immense 
size and diversity of the field, the dimensions of which are only now 
becoming evident. To the casual observer, it may appear that little prog- 
ress has been made in collecting, organizing, and providing physical 
and bibliographical access to recorded sound for reference and re- 
search. One has only to compare the situation today with the situation 
as it existed fifteen or twenty years ago to realize that remarkable prog- 
ress has been made, Dozens of major collections have been estab- 
lished, the Association for Recorded Sound Collections has a vigorous 
professional organization, and on the horizon is a new generation of 
library users who are products of the electric generation and to whom 
recorded sound is more a necessity than a novelty. 
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Sound Scholarship: Scope, Purpose, Function 
and Potential of Phonorecord Archives 
E D W A R D  E .  COLBY 
THE PHRASE “sound scholarship” originated with 
Robert A. Golter, Assistant Director, Stanford University Libraries; the 
explanatory portion of the title is paraphrased from the title of Guido 
Adler’s lead article, “Umfang, Methode und Ziel der Musikwissen- 
schaft,” published in 1885 in the first number of the first volume of 
Vierteljahrschrift fur Musikwissenschaft-I 
The rationale for the term “sound scholarship” is an appeal to schol- 
ars and students to give greater consideration to the value of sound re- 
cordings as research materials. Paraphrasing Adler’s title of some 
ninety years ago provides the corollary thesis that the time has arrived 
for an assessment of the present status of sound archives and of their 
present and potential usefulness to scholarship and society; for an at- 
tempt to systematize description and location of materials; and to con- 
sider approaches to their function in education. 
Beyond this basic similarity, the reader should not look for the type 
of organization or the firm conclusions that characterize the Adler arti- 
cle. The subject of recording and diffusion of sound involves an almost 
infinite variety of material and affects all but the most isolated peoples 
as either passive or active participants. Therefore, it is imperative that 
an effort be made to come to grips with the problem of preservation 
and organization, even if in the process the number of questions raised 
far exceeds the number of answers put forward. 
Some sixteen years after Edison’s invention of the phonograph, 
Philip G. Hubert, Jr., writing in The Century Illustrated Monthly Mag-
azine, ventured the prediction: “Looking at the phonograph from the 
point of view of a person professionally interested in music, I cannot 
Edward E. Colby is Head Librarian, Music Library, Lecturer in Music, and Archivist, 
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see room for doubting the tremendous role which this extraordinary 
invention is to play in the future of music and musician^."^ 
In the intervening seven decades, the phonograph and other sound 
recording and reproducing devices have fulfilled Hubert’s expectations 
many times over, in quantity and quality, in ways which could hardly 
have been foreseen in the early 1890s. Although recordings of music, 
the subject of Hubert’s remarks, have captured the lion’s share of inter-
est of both the general public and of record collectors, the importance 
of preserving the spoken word and other unique historical sounds has 
been recognized from the earliest days of the art-witness the record- 
ings of Gladstone, Tennyson, Browning, and the bugler who blew the 
Charge of the Light Brigade.3 
Improvement and proliferation of recording and reproducing devices 
have brought to the listener within a single lifetime-at least for octoge- 
narians, nonagenarians, and centenarians-the cylinder, the acoustical 
and electrical “standard groove disc, the reproducing piano (and or- 
gan) roll, the wire and tape recorder, the long-play monophonic, ste- 
reophonic and quadraphonic disc, and the tape cartridge and cassette. 
With the added dimensions of live and recorded music and speech on 
radio and television, and the omnipresent portable transistor, society 
has accumulated and continues to accumulate an incalculable store of 
auditory and visual data together with almost unlimited means of diffu- 
sion. The primary means of exposure are, of course, through sales for 
home and mobile use, broadcasting, and “environmental” use-in facto-
ries, offices, reception rooms, shopping and recreational areas, and in 
public conveyances. Sources of environmental sound are most fre- 
quently broadcasts-some specially programmed for the purpose-from 
internal tape systems located in the headquarters of the complex. 
People are thus surrounded by transmitted sound during most of 
their waking hours and in some instances throughout the night by 
means of a pillow speaker. In addition are the other sounds of everyday 
life in a technological age-vacuum cleaners, washers, driers and mixers 
within the house; automobiles, police and fire vehicles, and aircraft 
from without, The sounds of nature-birds, rain, wind, the ocean-are 
generally obscured or require special attention, unless one makes trips 
to isolated areas without benefit of a transistor radio. 
What are the implications of this sonic saturation for the learning 
process? Effective instruction, as traditionally understood, requires a 
reasonably high level of attention prompted by adequate motivation. 
With sound a familiar background element, a review of motivation- 
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attention levels may be in order. In  music, the following high-to-low 
level list is offered provisionally, subject to investigation: 
Silent reading of a score 
Conducting and solo or ensemble performance 
Member of audience-house music 
Member of audience-recital or concert 
Playing 78 rpm recordings 
Playing long-play recordings 
Playing tapes 
Watching and listening to television 
Listening to television without watching 
Listening to radio 
Background music in homes, automobiles, factories, offices, stores, airports, 
public conveyances 
Levels of attention may vary, of course, with the individual and with 
the volume or profile of sound. Studies dealing with hearing loss from 
overamplified music in confined spaces must be taken into account. An- 
other problem is the fragmentary presentation of classical masterpieces 
and the association of breakfast foods and the like with these fragments 
in radio and television commercials. 
In contrast to the negative aspects of the auditory ambience de- 
scribed above, one must in all fairness consider the overwhelming 
gains, actual and potential, that the development of sound recording 
has brought to the culture of the twentieth century. An astonishing va- 
riety of music ranging from ancient Greek to electronic compositions of 
the 1970s is available in a large number of phonorecord collections. 
Less obvious, but of considerable importance, is the number of social 
levels and “life styles” indicated by recordings. 
Speech recordings, although issued commercially in smaller num- 
bers, exhibit a similar coverage of historical time and geographical 
space. Sounds of nature and technology-birds, insects, heartbeats, rail- 
road whistles-are representative of the third group of documents on 
disc and tape. 
Recordings of music and speech, whatever the date of the score or 
literary work performed, are, of course, products of approximately the 
last eighty years, although efforts in the direction of re-creation of ear-
lier music and speech practices are not to be discounted. These record- 
ings constitute the documentation in sound of music and speech prac- 
tices of the twentieth century (and the last decade of the nineteenth) 
and as such are a primary resource for the study of a major aspect of 
the culture of this period, 
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In spite of the vast wealth of sound available on disc and tape and 
over the air waves4-and many programs of educational value are 
broadcast by both commercial and subscriber-supported stations-opti- 
ma1 use of sound recordings is unlikely to be realized until the organiza- 
tion, listing and location of the materials achieves a condition of uni- 
versality approaching that, for example, of the written and printed ma- 
terials in the field of music. 
The first steps in preservation for use are collecting and organizing. 
Collecting has in some cases preceded organizing by many years, since 
collecting requires space and transportation; organizing requires spe- 
cial knowledge and continuous labor. In the course of the history of 
sound recordings, archives have been established by educational insti- 
tuitions, private individuals and groups, and by commercial, industrial, 
scientific and governmental organizations, European archives go back 
to the beginning of the century, and are found in all the larger and 
in most of the smaller countries of that continent. In the United States 
the sound archive is a more recent development; the larger collections 
have been organized only in the last fifteen years. 
Definition of the purpose of archives, or of a particular archive, may 
be a simple matter in general terms but in specific details it may offer 
complications. Broadly speaking, an archive of sound should coIlect 
rare and unique recordings on all common physical media: cylinders, 
discs, tapes. From the point of view of content, it may embrace many 
types of music and the spoken word, or it may restrict its collecting 
policy to a single category, such as “classical” vocal music. 
Problems of establishing workable collecting policies arise most fre- 
quently in connection with certain gray areas. Should an archive keep 
only one, or should it keep two copies of every recording? Should an 
archive put all its disc recordings on tape and then put the discs in dead 
storage? Should long-play transfers of acoustic discs be collected? 
When a stereo performance-new or rechanneled-is issued, should the 
original monophonic recording be retained? To what extent, in an ac- 
ademic environment, should popular music be collected? 
In order to place these problems in some kind of perspective, it is 
necessary to see the history of recorded sound as a longitudinal and 
latitudinal continuum, equating the longitudinal aspect with the chro- 
nological history of manufacturers, labels and numbers, and the latitu- 
dinal with the variety of content. Of itself the exhaustive documentation 
of the longitudinal aspect will presumably give us the complete history 
of the recording, but it is the latitudinal aspect that reveals the re- 
LZBRARY TRENDS101 
Sound Scholarship 
sources for instruction and research. Ideally, each new archive would 
base its acquisition policy on a consideration of avoiding areas culti- 
vated by already established archives, and build up specialties of its 
own. To some extent this has occurred in practice; few archives would 
attempt to duplicate the collections of ethnic music at Indiana Univer- 
sity and at the University of California, Los Angeles. But there are im- 
portant justifications for some measure of duplication. Early vocal re- 
cordings ( to  1909) are of such importance that all except the highly 
specialized archives will acquire everything within this category and pe- 
riod, Further, it is valuable for all archives to have at least a representa- 
tive collection of early recordings as tangible or at least visible artifacts 
in the history of recorded sound. Even more compelling is the consider- 
ation that no copy of an out-of-print recording should be discarded un- 
til it has been ascertained that identical copies in good condition are 
held by other archives. 
In general, the European archives enjoy public support, and therefore 
have been able to organize and catalog their collections, to offer ser- 
vices, and to produce publications. In the United States, archival con- 
ditions range from Yale University’s Historical Sound Recordings Pro- 
gram, a well-organized and going concern, to collections of historical 
recordings placed in storage for an indefinite period awaiting the avail- 
ability of funds. There are also “unrecognized archives,” out-of-print 
long-play recordings interfiled with in-print discs in listening room or 
home-use collections. Libraries that “tape all the discs we buy” often 
set up archives (without acknowledging the fact) by using only the 
tapes and keeping the discs in dead storage, retrieving them only when 
new dubbings are required. 
If carried out systematically, the building of archival collections im- 
plies both positive and negative controls. Positive control stems from 
the availability of adequate acquisition funds, of housing, and of per- 
sonnel to sort, organize and catalog. Negative control has to do with de- 
clining unwanted materials, and preferably referring them to another 
archive. Both types of control are, of course, dependent on the formula- 
tion of an acquisition policy. Is the archive to be a general one, or is it to 
be restricted to several categories of material, or perhaps one category? 
Is the decision to be based on content or medium (disc, cylinder, 
tape)? Limitation to a given physical medium appears to be unduly 
restrictive, except where the content itself is recorded almost entirely 
on that medium, as with certain singers of the “Golden Age.” 
When an acquisition policy has been formed and acquisition funds 
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are available, the archivist may seek out collections and individual 
items that will implement this policy, If funds are not available, the 
archivist will be almost entirely dependent on gifts, only a small per- 
centage of which may implement the acquisition policy. Donors of 
phonorecord collections to educational institutions usually prefer to 
present them intact, rather than have several librarians and archivists 
come in and make individual selections, The sound archivist, moreover 
is concerned with the preservation of recorded materials of all types, 
even though his or her own archive is a specialized one; he or she will 
therefore often accept materials outside the field of specialization to 
save them from discard, and in the expectation that they can be used 
for exchange or for a later outright transfer to another archive. 
The weight, bulk and fragility of historical sound materials, the ar- 
rangements for transportation and storage, add to the problems of col- 
lection building. The second horn of the dilemma is represented by the 
number of duplicates that turn up with alarming regularity. As with 
sheet music, it appears that during the first half of the century almost 
everyone bought the top five hundred discs and albums. 
When a collection is received, the recordings are ordinarily compared 
item by item with the archive’s present holdings. The best one or two 
copies from among the new and former acquisitions are retained and 
the others put in storage for sale or exchange or as gifts. With each 
matching it must be determined that the recordings placed on the sale- 
exchange list are actual duplicates, the same label, the same take. The 
ultimate test is comparison by synchronized playback, but few archives 
have sufficient funds for this type of “searching.” 
As collection building proceeds, certain refinements are likely to de- 
velop in interpretation of policy, An archive, for example, may decide 
to retain only original issues and to offer re-issues for sale or exchange. 
Such changes in policy should receive adequate publicity through jour- 
nals such as the Journal of the Association for Recorded Sound Collec- 
tions, so that archivists may keep in touch with general changes in the 
location of resources. 
A major step in the direction of a union list of sound recordings was 
taken a few years ago with the publication of A Preliminary Directory 
of Sound Recordings Collections in the United States and Canadae5 
This directory lists some 1,700 institutional, commercial, industrial, 
governmental and private collections, with annotations concerning size 
and nature of collection, availability of catalog and conditions of ac-




tent listed under the specialized archives provides significant insights 
into the penetration of sound recording into almost every aspect of hu- 
man endeavor. 
There are at least five general sound archives in the United States: 
the Library of Congress Recorded Sound Section, the Rodgers and 
Hammerstein Archives of Recorded Sound in the Lincoln Center for 
the Performing Arts (New York City), the Yale University Historical 
Sound Recordings Program, the Syracuse University Audio Archives, 
and the Stanford University Archive of Recorded Sound. Among special 
collections, the Archives of Traditional Music and Archives of Latin 
American Music at Indiana University are outstanding, as is the Na- 
tional Voice Library at Michigan State University. A number of smaller 
archives have recently come into existence. 
Whereas the Yale archive and the National Voice Library were es-
tablished with the acquisition of well-developed private collections, the 
Rodgers and Hammerstein and the Stanford archives are the results of 
years of collecting and storing. The Library of Congress Recorded 
Sound Section was set in motion with a program of recording American 
folk music, and developed further through its function as a semi-official 
depository for commercial recordings. At Indiana University the Ar- 
chives of Traditional Music has been built up through a number of eth- 
nomusicological programs of field recordings as well as commercial re- 
cordings. 
Private collections have also followed diverse patterns of develop- 
ment: purchase from other collectors, purchase from secondhand shops, 
exchange, receipt of gifts. Some exhibit a high degree of specialization; 
in others the joys of random collecting are apparent. Some are well cata- 
loged, others in a desultory manner. Some collectors make tapes of 
their recordings on request; others restrict playback to sessions for 
friends. Paradoxically, because they are not subject to institutional re- 
strictions, private collectors are often better sources of needed dub- 
bings than are university or public sound archives. Institutional ar- 
chives are, in fact, greatly indebted to private collectors, most of whom 
carried the burden of preservation, particularly of older and rarer re- 
cordings, long before institutions became aware of responsibilities in 
this area, 
In common with other humanistic disciplines, the field of historical 
recordings can be fully effective as a scholarly resource only when prop- 
erly documented. Beyond this lies the necessity for the proper applica- 
tion of technological means, since the visual scanning which transmits 
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written and printed data to the scholar must be replaced, in scanning 
sound recordings, by devices which reconvert physical and magnetic 
configurations into intelligible auditory symbols. 
One field in which considerable progress has been made is that of 
documentation. This term may be construed to include histories of the 
recording industry, the inventors and leaders, its technology and its 
products (phonorecords and recording and reproducing devices), its 
managerial and legal affairs, biographies of recording artists and organi- 
zations, and what is perhaps most familiar, audiographies. This latter 
term, coined by Walter Welch, Director of the Audio Archives, Syra- 
cuse University, is used here to encompass all listings, wherever found, 
of every type of phonorecord: disc, tape, wire, cylinder and player pi-
ano and organ rolls. For obvious reasons, it is more inclusive than the 
customary term “discography.” As in other fields, documentation is aug- 
mented and updated in books and periodicals. 
The history of recording has among its principal representatives the 
works of Gelatt,6 and Read and WelchS3 Special aspects of the artist 
and repertory executive have been described by Gaisberg? and O’Con- 
ne1L8 Biographies of recording artists, especially in the field of jazz, 
appear in a fairly steady flow, and these biographies are read both by 
those who know the artist through his live performances and by those 
who know him through recordings. 
The field of audiography has been even more assiduously cultivated. 
The great number and variety of phonorecords that have appeared 
through commercial and non-commercial channels within the past 
eighty years provide an almost limitless resource for audiographers, 
and the results have been impressive in quantity and often in quality. 
Compilers have provided extensive coverage of large corpora of re-
corded materials using as source materials the recordings themselves, 
manufacturers’ logs and catalogs, house organs and other publications 
(including advertisements), lists and reviews in periodicals and news- 
papers, biographies of and interviews with recording artists, catalogs 
of private and institutional record collections, and general and special 
audiographies, such as the World’s Encyclopaedia of Recorded Mu- 
sic. Individual audiographies vary, of course, in completeness of the 
body of material to be covered, in format, and in completeness of indi-
vidual entry. For early recordings there are the works of B a ~ e r , ~Ben-
nett,1° Hurst,’l and Bescoby-Chambers.12 Covering the electric 78 
rpm era are the Gramophone Shop Encyclopedia and the World’s En-
cyclopaedia of Recorded Music, the latter extending into the first years 
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of long-play recordings. Since 1949 the Schwann Catalog, now the 
Schwann Record G Tape Guide has been the most durable of American 
listings of current recordings, though lacking the detail of the Library 
of Congress Music and Phonorecords. In the field of jazz, Delaunay,13 
Panassi614 and Rust15 are representative, and for the spoken word the 
audiographies of Helen Roach16 and Milo Ryan.17 
Indeed, the compiling of special audiographies-by performer, by 
composer, and by composition-is an expanding field. They are found 
regularly in such periodicals as High Fidelity and Stereo Review and 
are an important feature of such collectors' journals as Record Collec- 
tor and Recorded Sound. They appear, too, as separate publications 
from countries as far away as Denmark, Brazil, and Nigeria, and few 
self-respecting biographers and historians in the field of music fail to 
include an audiography. Since quite early, recording companies have 
provided their own sometimes elaborate audiographies for educational 
and general use; the Victrola Book of the Opera and What  We Hear in  
~Muusic~~are well-known examples, 
Here again the private collector has fulfilled an essential function in 
the documentation of recordings. An institutional type of catalog, such 
as the Library of Congress list, is generally inadequate for the collector 
of early recordings, since the types of information included do not 
cover such refinements as takes, and can hardly deal with the knotty 
problem of speeds. The catalog of Victor records now in preparation by 
W. R. Moran and others will include a great variety of detail, such as 
date and suggested speed. 
EDUCATIONAL SOUNDVALUEOF 
I t  has become a commonplace that learning takes place not only in 
the formalized structure of the public and private school, but (espe- 
cially in early years) as a result of all the sights and sounds that present 
themselves to the individual. And although most seeing and hearing is 
selective, the child has much less control over what he hears-since 
hearing is omni-directional-than over what he sees. One is reminded 
of the poem by Walt Whitman: 
There was a child went forth every day; 
And the first object he look'd upon, that object he became; 
And that object became part of him for the day, or a certain 
part of the day, or for many years, or stretching 
cycles of years. 
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Although this poem, which in some ways anticipates the ideas of 
Marshall McLuhan, emphasizes visual images, it applies equally well 
to the auditory aspects of informal education. 
The use of sound in formal education generally takes one or more of 
several forms: 
1. A complement or supplement to a wide variety of courses in music 
appreciation, history, literature, theory, and orchestral conducting 
and performance. 
2. A complement or supplement to courses in such other disciplines as: 
English, drama, foreign languages, history, political science, sociol- 
ogy, and anthropology. Foreign languages may be taught largely 
through recordings. 
3. As basic study and research material in ethnomusicology and jazz, 
replacing written or printed transcriptions. Because of the problems 
of accurate representation of pitch and rhythm of ethnic music by 
means of Western notation, recordings have long been recognized 
as a necessity in the study of music other than European art music. 
Probably the earliest scholarly use of the phonograph was in the field 
of ethnic music, as indicated by Read and Welch3 and in the recently 
published letters of BBla Bart6k.IQ 
4.As material for special projects in specific disciplines and in inter- 
disciplinary studies. Examples are background music for student 
films and music used by various peoples for hypnotic trances. 
5. As the only auditory realization of a piece of electronic or computer- 
generated music, in which there is no score in the accepted sense 
of the word, but only a set of instructions or a program. 
The increased flexibility in university course offerings, exemplified by 
freshmen seminars and undergraduate specials, has brought into being 
at Stanford University such courses as “Great Operatic Recordings of 
the Past,” taught in the autumn quarter of 1970 by Phillip Petersen of 
the Department of Spanish and Portuguese, a private record collector, 
and “Survey of Twentieth Century Popular Music in the US.” taught in 
the spring quarter of 1970by Edward L. Linotti, former Assistant Archi- 
vist, Stanford Archive of Recorded Sound, Both courses were based on 
historical recordings played on historical phonographs. 
The present use of phonorecords in educational institutions is exten- 
sive. It is based largely on currently or recently available commercial 
discs and tapes (including transfers of early discs, cylinders and player 
rolls) and on tapes especially prepared from various classroom, studio 
and laboratory sources for various curricular purposes. One common 
use of tape is that of replacing student attendance at lectures. 
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A brief survey of some of the present uses of the larger archives will 
not only illustrate the services which they are currently rendering to the 
world of scholarship, but will also give some indication of the potential 
value these archives will have when their holdings have been com- 
pletely cataloged and when they are more adequately staffed. 
Yale University, Historical Sound Recordings Program-Use of this 
sound archive doubled during the period 1968-1970, reaching 1,200 in- 
stances of use during 1971. Special research projects using materials in 
this archive have included the following: a master’s thesis on recorded 
performances of pupils of Franz Liszt; a study on the performance of 
the music of Karl Loewe; and a course initiated by five graduate stu- 
dents on the performance of works by Chopin, Schumann and Brahms. 
Library of Congress, Recorded Sound Section-This archive was estab- 
lished in 1963, although special sound recordings collections, such as 
the Archive of American Folk Song, had been established there much 
earlier. The estimated total holdings of the Recorded Sound Section are 
500,000 items. There is a catalog of selected long-play discs, and card 
indexes and finding lists for other collections, Far less than half the col- 
lection, however, is indexed in any of these ways. Listening is generally 
handled by appointment. There are four playback stations, so that four 
signals are available at any given time. Although 5,000 shellac discs, 
including all discs of the voice of Enrico Caruso, have been put on tape, 
the Library provides controlled listening of original shellacs when nec- 
essary. Typical projects are a study of performance styles in piano con- 
certos and a study of castrato singing. 
From July 1,1970 through June 30,1971 the Recorded Sound Section 
served 4,600 “readers” (independent of the listeners) of whom 3,400 
TABLE 1 
USEFIGURES SOUND 1968-1971FOR RECORDED SECTION 
Year Number of Listeners Total Listening Time 
1968 95 160 hours 
1969 125 230 hours 
1970 189 376 hours 
1971* ca. 212 ca. 530 hours 
* Figures were projected from figures available through November 50, 1971. 
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required reference assistance. In addition, there were 5,400 telephone 
inquiries and 1,200 mail requests. Other figures are given in Table I. 
Rogers and Hammerstein Archives of Recorded Sound, New York Pub-
lic Library-This archive contains extensive holdings in all types of re- 
corded music and speech. It serves students and faculty members from 
educational institutions in the New York City area as well as the gen-
eral public. Among those using its services are actors who listen to dia- 
lect recordings to improve the reading of their roles on the stage. 
Syracuse University, Audio Archives-This archive is used by music 
students and by students of drama. The ajdoining laboratory is of spe- 
cial importance for the rerecording of early cyclinders. 
Michigan State University, National Voice Library-Here a special ap- 
proach has been taken to the problem of providing archival materials 
to students and teachers. The director, G. Robert Vincent, has pre- 
pared thirty-nine taped programs of the speech material in which this 
archive specializes. These tapes may be used in the regular listening 
rooms of the university. When audition of other materials is desired, 
controlled listening is available in the archive. 
Discussion of the current use of historical recordings raises certain 
questions concerning the reproduction of these recordings for listeners. 
The variety of types of historic reproducing devices is documented in 
Read and Welch,3 and current technological achievements form an im- 
portant part of the subject matter of periodicals such as Audio, High 
Fidelity, Stereo Review and Consumers Research Bulletin. The published 
research paper of Pickett and LemcoeZo and the article by Welch in 
this number of Library Trends deal with the preservation of phonorec- 
ords. Library applications of reproducing technology have been treated 
by Colby and JohnsorP and by Curra11.22 Added to these resources is, of 
course, the immediate advantage of the presence of sound technicians 
on campus or in the vicinity of the institution. 
Given the options, should historic discs, which form the larger part 
of most archives, be played on phonographs with which they are con- 
temporary or on the most sophisticated high fidelity equipment? Several 
possibilities exist for reproduction of acoustic discs and electric 78 rpm 
discs: one may use antique machines of the period, antique machines of 
later periods, standard current high fidelity equipment, or special high- 
fidelity equipment with variable speed turntables, filters, and styli of 
LIBRARY TRENDS[ 181 
Sound Scholarship 
various sizes and configurations. It is also possible to use various styli 
on the same disc synchronously, superimposing the signals on tape, in 
order to extract the maximum amount of information from the grooves. 
The decision as to speed is a knotty one, because even with score in 
hand, one cannot be certain that a given piece of music was not trans- 
posed for a particular recording session. 
Perhaps the problem of reproduction may be viewed in terms of the 
“sound ideal” of the present high fidelity era versus the “sound reality” 
of, for example, 1907. In other words, should one attempt to extract the 
signal from the disc in its “pure” form, freed from the ambience of sur- 
face noise, or try to recreate the sound as the original purchaser heard 
it? This is manifestly difficult, even with antique machines, unless one 
has in hand a mint or nearly mint copy of the recording. A related con- 
sideration is whether to accept the limitations of frequency response 
and volume imposed by early recording and reproducing devices or to 
accept the modifications brought about by any kind of electronic pro- 
cessing. The strictly historical approach (playing early discs on early 
machines) is somewhat analogous to the performance of Baroque mu- 
sic on Baroque instruments. But a strong case can be made for using 
highly sophisticated filtering equipment if the original signal (minus 
surface noise) can be preserved intact without the emasculation typical 
of early attempts to “clean up” acoustic discs. 
An answer to this, as to other problems connected with sound ar- 
chives, is that there is room in the world of sound for a variety of ap- 
proaches, and for broad experimentation. What is important is that all 
technical resources be taken into consideration and that the results of 
experimentation be known and evaluated. 
LEGALASPECTS 
Legal aspects of accessibility to archive resources are still subject to 
various interpretations, dependent not only on federal laws, but also 
on state laws. While the new copyright law protects recordings is- 
sued on or after February 22, 1972, the legality of dubbing still in- 
volves the rights not only of manufacturers, but of publishers, com- 
posers and performers and their heirs. Most archive materials are 
by definition-because of fragility and irreplaceability-not to be used 
outside the archive; tapes must often be made even for use within the 
institution. 
One procedure which appears to have some merit in meeting re- 
quests while observing principles of fair use, is to make an archival copy 
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of a disc, a disc set, or of certain parts thereof, and issue it to the re-
questor on a loan basis, with the stipulation that the tape must be re- 
turned to the archive after a certain period, In-house playbacks may use 
the original recordings (controlled by the archivist), but even here care 
must be exercised to avoid playing the same recording too often. It is 
much safer to make a tape the first time a rare recording is requested. 
POTENTIAL ARCHIVAL MATERIALSUSESOF 
Sound recording resources may be divided into three general catego- 
ries: (1)those now available in institutional and other archives and in 
private collection, ( 2 )  those known or presumed to exist but not now 
available (this would include a large percentage of the “underground 
recorded material and material in large corporation holdings), and ( 3 )  
materials yet to be recorded through the initiation of special recording 
projects. 
Except in the fields of jazz and ethnomusicology, the use of record- 
ings in research and as a basis for research has been minimal. Examples 
of books that are based on recordings are those by Hughes on Toscan- 
by Culshaw on The Ring24and by Taranow on Sarah Bernhardtaz5 
This last book contains a chapter on the voice of Bernhardt that de- 
pends almost exclusively on recordings of her voice, many of them re- 
processed by Walter Welch at the Audio Archives of Syracuse Univer- 
sity. It is an excellent example of what can be achieved in the history of 
the spoken word through the use of recordings and in cooperation with 
an archivist possessing the necessary technical expertise. 
Within the field of music, which ordinarily has the largest represen- 
tation in a general archive, there are almost unlimited potential re-
search uses for sound recordings, Some of these have been described 
by the present writer in an article published in Library Trends over a 
decade ago,26 and from a somewhat different point of view in a paper 
presented to a joint meeting of musicologists and music librarians in 
1970.27 
Considered in their totality, the combined holdings of all sound ar- 
chives throughout the world, whether or not designated by an appro- 
priate name ( such as archive, discoteca, or phonothdque ), constitute 
the essential and utlimately irreplaceable resource for the performance 
practice of music and speech in the late nineteenth and in all of the 
twentieth century to date. As Bescoby-Chambers has pointed out,12 the 
recordings of the pupils of nineteenth century masters, such as pianists 
Liszt and Thalberg, who died too early to record, undoubtledly reflect 
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some characteristics of the practice of their teachers. By extrapolation 
the historical value of the recording may therefore be extended back in 
time to at least the 1830sand 1840s. 
The authenticity of the data contained on a recording is, of course, 
dependent to some extent on the methods used in recording and repro- 
duction. Whereas the earliest recordings suffer from the technical limita- 
tions of the recording process, the most recent new recordings are a 
composite of a number of takes, with the “best” passages from each 
spliced together to synthesize a performance that has never previously 
existed as a continuous phenomenon. The scholar, therefore, must take 
into account, along with such primary factors as the authenticity of 
the printed edition used by the performer, all the details of technology 
which bear upon the music as he hears it on the phonorecord. 
Study of the performance pratices of music of earlier periods, espe- 
cially Renaissance and Baroque, is intensively and extensively culti- 
vated at a number of universities (including Stanford, Illinois, Califor- 
nia at Berkeley) and by private organizations such as the Pro Musica 
Antiqua, the New York Pro Musica, the Studio fur Fruhen Musik and 
the Concentus Musicus. The indepensable elements for reconstructing 
the performance styles and techniques are, of course, reliability of the 
scores, analytic and artistic intelligence of the transcriber and per- 
former, existence of early instruments and replicas, with some depen- 
dence on iconography, manuals of performance both early and recent, 
dictionaries of terms, and descriptions of concerts and recitals, such as 
those of Charles Burney. Performance Practice; A Bibliography by Vin- 
quist and Zaslaw is witness to the number and quality of research stud- 
ies in this fielda28 
Study based on the performance of music in the twentieth century, 
on the other hand, has scarcely been touched in academic circles, ex- 
cept as noted before, in the fields of ethnomusicology and jazz, where 
recordings, rather than scores, are accepted as source material. To a cer-
tain extent this is not surprising, because phonorecord resources have 
only recently been well organized, and then in only a few institutions. 
But as Leonard Ratner has pointed out in a talk on historical record- 
i n g ~ , ~ ~music is an art of sound, and the written and printed notes are 
basically signs to be externalized in performance. 
Indeed, the evaluation of art music through its performance has been 
limited largely to record reviewers and record collectors, writing in pe- 
riodicals such as The Gramophone and High Fidelity and in books 
such as T h e  Record Book,3a and T h e  Guide to Long-Playing Records 
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series.31 Published comparisons of recordings of Beethoven symphonies 
or of the recordings of a given performer or conductor are left chiefly 
to those writing for the lay audience. 
The proposed entrance of the musicologist into the field of research 
based on sound recording should bring to bear on the study of perfor-
mance the knowledge and judgment of a trained style analyst. Further, 
the detailed description of the differences among performances of the 
same work by Szell, Toscanini, and Klemperer, for example, should af- 
ford new insights into the music itself. In this type of research it is the 
performance that occupies the center of the stage, while the musical 
score, retaining its position of authority, changes its function to that of 
reference point. This type of research usually requires also a change in 
attitude on the part of the researcher, since value judgments come at 
the end of a long chain of comparisons. 
Several research papers have been completed at Stanford Univer- 
sity that involve the use of early recordings as basic source materials. 
Among these are a study on Debussy by T ~ l l e f s o n ~ ~  and a study on 
Haydn by Hill.33 But the Hewitt and Adkins lists of dissertations are 
remarkably innocent of topics which indicate use of these resources.34 
In earlier recordings of music of the Middle Ages, and the Renais- 
sance and Baroque periods, performances are admittedly hampered by 
the use of inflexible transcriptions, modern instruments and by incom- 
plete understanding or disregard of performance styles. Even these re- 
cordings are valuable, however, as documents of the practice of “early” 
music in our own century, just as earlier histories of music are indica- 
tors of the state of scholarship in earlier centuries. 
A word should be added here about radio programs of recordings by 
individual performers, orchestras and conductors. While valuable, 
these programs are necessarily selective and ordinarily not subject to 
repeated hearings. 
SPEECHRECORDINGS 
Prose and poetry, unlike music, are not generally regarded as requir-
ing the transmutation of a written or printed text into sound, although 
reflection will reveal an element of similarity. A poem or dramatic role, 
public address or essay, may be read in as many different ways as there 
are readers. Writers in two fields, psycholinguistics and phenomenolog- 
ical hermeneutics, have emphasized the distinctions between speech 
and writing. “Among the most obvious characteristics of speech not 
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present in writing,” says Joseph DeVito, “are silence or pause, pitch, 
volume and In a different vein Richard Palmer asserts that “all 
written language calls for retransformation into its spoken form; it calls 
for its lost power. Writing language down is an ‘alienation of language’ 
from its living power-a Selbstentfremdung der Sprache, a self-
estrangement from speaking.”36 
As in music the sum of the playing of individual notes and groups of 
notes constitutes a performance style, so in speech the inflections, stress 
and groupings of words add up to a rhetorical style. Interpolations and 
more extensive departures from the printed text of a speech have their 
counterparts in troping in music, and what is totally improvised in mu- 
sic is considered extempore in speech. 
In the broad sense, recorded speech may be regarded as a comple-
ment to the written or printed word. But it is more than that. Although 
Marshall McLuhan has taken an over-assured view of the demise of the 
printed word, the very pace of communication has brought about a re- 
vival of the oral tradition of antiquity and folklore, though at  an accel- 
erated tempo. People are undoubtedly hearing-with or without under- 
standing-a larger percentage of information from radio and television, 
while perhaps spending smaller amounts of time with books, periodi- 
cals and newspapers. 
Further concrete recognition of the importance of the spoken word is 
found in the series of recordings of poets reading their own works in the 
Harvard Vocarium and Library of Congress series, and in the work of 
the National Voice Library. 
Radio and television programs are, of course, a rich resource for the 
documentation of our cultural, social and political life. News broad- 
casts and interpretations, interviews, panel discussions, dramatic pres- 
entations, documentaries, concerts, church services-all qualify as re- 
search material. It would require a special study to determine to what 
extent these resources are available to scholars and to what extent they 
are being used by scholars. Until these factors have been determined, it 
is to be supposed that radio and television programs remain largely un- 
tapped as scholarly material, although film clips and sections of video- 
tape, as well as historical voice recordings, frequently appear in special 
documentaries. 
The most complete audiovisual documentations of the recent explora- 
tions of geological and political terra incognita-on the moon and in Pe-
king respectively-are without doubt those in government and network 
archives. Portions of such recordings may appear in packages prepared 
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by producers of educational media, but here, as in similar packages, 
the selection is that of the manufacturer, and generally more suitable to 
high school and undergraduate use than for advanced study. 
A recent development in radio, and to a lesser extent in television, 
has been the talk show. The usual format is a dialog between the com- 
municaster ( a  staff member of the radio station with some skill as a 
conversationalist) and an unseen, usually anonymous caller on the tele- 
phone. Each caller is generally limited to a period of a few minutes and 
other callers may comment on previous remarks. There is generally a 
seven-second delay between phone conversation and transmission to 
permit the obliteration of obscene and slanderous remarks. 
The talk show may be regarded as a broadcast counterpart of the old 
town meeting, with tens of thousands of unseen participants represent- 
ing thousands of miles and diverse cultural, political, social and eco- 
nomic spectra. Making allowances for cranks, purveyors of trivia and 
inebriates, some of whom are screened out by the producer, and for the 
prejudices of the communicaster and interruptions by commercials, the 
talk show probably represents the most open expression of public 
opinion to date. 
While the talk show in its standard format is an example of wide- 
spread grassroots expression, it acquires special significance when 
guests (writers, public figures, and others) appear with the communi- 
caster, and in answer to questions or “off the cuff give statements 
which are not included in their writings or press reports. One program 
on the Pacific Coast is devoted to religious questions; there are three 
moderators, one Jewish, one Catholic and one Protestant. Although 
other beliefs, including atheism, have no representatives on the panel, 
their spokesmen are sometimes heard as callers. This same radio station 
reports on the basis of the ARB for October-November 1971, 88,600 
adult listeners (eighteen years old or over) Monday through Friday 
during the peak talk show hours of 6 to 10A.M. 
Radio stations customarily tape these talk programs and retain them 
for three months, in accordance with FCC regulations. A few programs 
of special merit are placed in the station archives. I t  is probable that 
private individuals make recordings of these programs selectively, but 
the existence of these “underground” recordings is not known until 
brought to the attention of an interested party. In these talk programs 
students in the field of history, sociology, anthropology and communi- 
cations have the raw materials-the word is used advisedly-for follow-
ing trends of public opinion and gaining insight into the everyday life 
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of large numbers of people, including those who are normally silent, 
but become vocal under the pressure of events and the cloak of anonym- 
ity, It is obvious, of course, that unless unlimited storage and retrieval 
facilities are available, some selective editing is in order. As files of 
newspapers are stored on microfilm, however, it should become possi- 
ble, with advances in technology, to store sound data in economical 
form. 
Oral history, in contrast to the talk show, represents a deliberate and 
formal approach to the preservation of speech, generally on an individ- 
ual basis. Here the importance of retaining the original tapes, rather 
than erasing them when typescripts have been made, should be 
stressed. Another means of building up speech collections is preserving 
talks and other programs taped for broadcast by local commercial and 
non-commercial radio stations. Some educational stations have their own 
archives, and make copies of recordings from these archives available 
for sale. 
Of sounds that are neither music nor speech in the accepted sense, 
sounds of nature, human activity, transportation, industry, and so forth, 
it may be said that the commercial recordings on the market point the 
way to opportunities for collecting and research comparable to those in 
music and speech. 
The traditional and still basic concept of a sound archive is that of a 
“classical” vocal collection preferably of the type and period circum- 
scribed by Bauerg and Hurstll in their historical catalogs. The categories 
listed in Bescoby-Chamberslz and in jazz audiographies represent 
other favorite fields and periods of collecting. It is natural, as with rare 
book collection, that emphasis should be placed on the hard-to-get and 
the monetarily and artistically valuable recordings. But a full-fledged 
sound archive, like a full-fledged library, should cover, at least selec- 
tively, all periods of sound recording, including materials that are still 
fairly commonplace. Until there is some assurance that continuing re- 
sponsibility will be assumed for certain categories of recordings, that 
union lists will be developed, and that tapes will be available under an 
inter-archive system, it is shortsighted to let recordings be dispersed. If 
space limitations preclude acquisition of recordings by one archive, a 
consortium arrangement may provide a solution. 
Phonorecord archives have the responsibility of documenting the his- 
tory of humanity and nature in sounds, as libraries have the responsi- 
bility of documentation in manuscripts and printed materials. In many 
instances sound will run parallel to the printed word or to the printed 
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musical notes; in other instances it will perform a function impossible 
for visual materials. Because sound has special temporal and spatial 
characteristics, it can further serve as a bridge between academic disci- 
plines and popular culture. It can also illustrate the relationship of 
speech to music, and may one day bring about the realization of Mantle 
Hood’s hope that all music study will embrace the principles of eth- 
nomusicology in emphasizing the supremacy of performance and the 
necessity of considering the cultural ~ontext .~’  
Problems of acquisition, preservation, documentation and educa- 
tional use of sound materials are being solved gradually, sporadically, 
and selectively. Without a generously endowed national or interna- 
tional effort, this state of affairs will undoubtedly continue indefinitely 
with positive steps dependent on a few individuals and organizations. 
The long-range objectives, based firmly on the work already accom- 
plished in the above fields, must be: 
1. an audiographic equivalent of the International lnwntory of Musi-
cal Sources, providing identification and location of all out-of-print 
phonorecords and where possible non-commercial recordings; 
2. availability of sound recordings through inter-archive loan or by
electrical transmission; 
3. development of standards for description of phonorecords;
4. specialization by archives in various types of recorded music and 
speech, with the purpose of filling gaps and developing expertise in 
special fields; and 
5. encouragement of the use of sound recordings in research, and ex- 
ploration of possibilities for historical research in the newer disci- 
plines of psycholinguistics and psychoacoustics. 
During the last decade two organizations, the Association for Re- 
corded Sound Collections and the International Association of Sound 
Archives, have come into being. It is hoped that these organizations will 
address themselves to the achievement of these and related objectives, 
so that the world of sound will take its place alongside the world of 
print as a fully utilizable resource in formal and informal education. 
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The Struggle of Sound Archives 
in the United States 
CARLOS B. H A G E N  
SOUND ARCHIVES in the United States, generally 
speaking, are not adequately supported. There are, under the best of 
circumstances, many problems involved in creating such archives, and 
even greater problems are involved in insuring their survival and 
growth. In order to understand these problems, it is necessary to begin 
with an in-depth discussion of what the materials of recorded sound 
mean in traditional library circles. 
BACKGROUND SOUNDARCHIVE DEVELOPMENT OF 
IN THE UNITEDSTATES 
Administrators of large, traditional libraries have developed almost 
unconscious, but nevertheless real and pervasive, systems of catego-
rizing communications media by the presumed respectability and desir- 
ability of these media as library materials. For centuries after the in- 
vention of printing, and until approximately fifty years ago, the only 
printed material considered proper in the library was the familiar book. 
Setting aside, for the moment, the fact that library administrators are 
frequently responsive to the interests and demands of library users, the 
first choice in large libraries is frequently the collecting of rare books 
(incunabula, art books, first editions); certainly this is the case in col- 
lecting historical and archival material. In descending order of collect-
ing priorities, the rare book is followed by standard trade books, periodi- 
cals, technical reports, and newspapers. Materials such as sound re-
cordings, films, maps, and other such media (most of which are rela- 
tively new) can generally be found near the bottom of the priority list 
of development policies, budgets, the allocation of space, personnel, 
financial and moral support, etc. This attitude is not peculiar to the 
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United States; to perhaps an ever greater degree it pervades the library 
systems of other countries. 
This pervasive commitment to the book on the part of librarians, if 
not the rest of society, may be explained by Marshall McLuhan’s state- 
ment that “the medium is the message.”l His idea that society is largely 
structured by the kind of media through which it communicates, not by 
the contents of the communications, suggests that librarians continue to 
use the book to project a message which is not consistent with all of the 
interests and needs of society. This book-oriented attitude has seeped 
almost unnoticed into the very core of librarianship, and influenced 
most librarians and their library systems to a degree they hardly real- 
ize. 
Today there is a revolution in media and in communications which 
indicates even more significant changes in the near future. The appear- 
ance of the ideas of Marshall McLuhan, critical and controversial 
though they may be, indicates that massive changes are needed in the 
realm of information science, libraries, and other institutions and orga- 
nizations involved in the storage and dissemination of knowledge. For 
these reasons, it seems that the term “librarian” (from Ziber, book) is 
outmoded. The “librarian” of today and tomorrow must be a person 
entrusted by society with the task of acquiring, preserving, and making 
available knowledge in any permanent and usable medium. 
The book-oriented attitudes described are partially responsible for 
irreparable damage to many of our cultural records. As an officer of two 
major organizations which deal with special materials, the author has 
visited many libraries and special collections and has seen many sad and 
frustrating situations involving gross neglect of special materials. Even 
in large library systems, collections of fragile phonograph records and 
tapes are often piled in basements and attics, exposed to the ravages of 
rodents and thieves, and subject to extremes of heat and humidity. In 
many cases, the material had not been removed from the original boxes 
in which it was stored when donated and delivered to the library. For 
this reason many private collectors are becoming increasingly disen- 
chanted with the library’s ability to preserve and provide access to 
sound recordings. 
It is generally and truthfully argued that such situations are often 
due to lack of funds. Most libraries are understaffed and do have to 
struggle along on inadequate budgets. But even within this operating 
framework, budget cuts and funding delays often seem to affect the col- 
lections of special materials first; these materials are afflicted with a 
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perennial case of second-class citizenship in the library hierarchy of 
needs. Invariably, administrators have responded to such criticisms with 
such statements as: “Our basic and paramount responsibility is to 
maintain the high standards of excellence of our book collections which 
have taken generations to build, and to this end we must direct all our 
energies and efforts.” How does one respond to such statements? One 
can argue that the cost of maintaining an adequate collection of sound 
recordings is relatively low, that the media revolution has created inex- 
pensive cassettes and tape recordings, that young people place great 
importance on sound and video recordings, etc. These arguments often 
fall on deaf ears. 
The conditions afflicting the state of sound recordings seem to be 
perpetuated by unfortunate formulas that determine the amount of 
support provided to libraries and special collections. These formulas 
determining the allocation of financial resources seem to be based 
largely on the amount of funds needed to build book collections. Little 
weight is given to collections of materials other than books. In consid- 
ering international acquisitions programs, for example the Farmington 
Plan, one sees that our libraries and educational programs could have 
been enriched by world-wide coverage of sound recordings and other 
special materials, just as the plan enriched our book holdings. 
The present situation is quite serious because librarians, in their ea- 
gerness to cling to a particular and traditional medium, are often will- 
ing and happy to relinquish the custody of new types of materials to 
inexpert hands. Thus, instead of being provided with the protection, ad- 
mirable procedures of access and control, and other techniques devel- 
oped for books by American librarianship through the years, librarians 
have often abandoned the new materials as undesirable. Often sound re- 
cordings are given away to music departments, films or video tapes 
are given to theater arts departments, maps, and prints are given to geog- 
raphy or art departments, etc., with often disastrous results. Sometimes 
collections of special materials have become almost the personal domain 
of one professor or department and are jealously guarded against “out- 
siders’’; in other cases the materials are deprived of the most elementary 
measures for preservation and security, and placed at the disposition of 
any faculty member or student of the department on a self-help basis, 
without any control whatsoever. 
Insistence on printed media as virtually the only means of storing 
and transmitting knowledge and scholarship has seriously handicapped 
the development of educational and training programs concerned with 
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new media. A vicious circle has been created and to break it will re- 
quire immense energy, Speaking from the vantage point of a detached 
observer, British librarian Eric Cooper recently made these observa- 
tions on the quality of training provided for professional librarians in 
the United States: 
It would seem to be that, as elsewhere, the music and recorded-sound 
services operated in the western world are often the Cinderella of the 
library service. Schools and colleges of librarianship do not, as yet, give 
enough attention to producing courses for librarians who wish to specialise 
in operating gramophone record collections, The result is the usual one- 
the music library staffs have to develop their o w n  techniques and skills in 
an area where, until recent years, little helpful information was in print. 
Hence the diversity of organisation and varying standards of public ser- 
vice. , . . The schools and colleges offer little training in the area of sound 
recordings and staff employed in phonorecord lending libraries are forced 
to improvise and learn from experience. This is costly, and provides poor 
standards of public service. Consequently, gramophone record librarians 
lack qualifications or status and so are often regarded as inferior to 
specialists in charge of other departments. The gramophone librarian 
learns his profession as he goes along, and he keeps on doing it because 
he loves the job, and who knows, he may one day land one of the major 
posts, as and when one becomes vacant.2 
Cooper has well summarized the general situation in most schools of 
librarianship in American colleges and universities. 
Blame for the low status of special collections must also be shared by 
faculties and scholars in the areas of the humities and the social sciences, 
strongholds for the tradition Marshall McLuhan has identified as the 
“Gutenberg galaxy.”3 Perhaps this is best illustrated by an incident that 
took place a few years ago at  the University of Washington. Milo Ryan, 
Curator of the Phonoarchive at  the University, reported that a student 
majoring in political science learned of the abundant resources stored 
at the Phonoarchive and decided to prepare a major paper on the Mos-
cow Conference of 1943.4 The Phonoarchive had not only material 
which covered the conference, but also had the extensive recorded re- 
port which Secretary of State Cordell Hull delivered to Congress at  the 
conclusion of the meeting. The student made considerable use of these 
resources for his paper, reporting first hand on what Secretary Hull had 
told the American people about the conference. The student received a 
failing grade for his paper with an appended note from his professor 
explaining that the research procedure was not acceptable, a sound re- 
cording was not a valid research tool, and only written materials could 
be considered as valid research sources. The rationale for the failing 
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grade was so ludicrous that Ryan and other faculty members promptly 
intervened and managed to demonstrate the validity of the student’s re- 
search. 
Ryan and his assistants were justifiably alarmed by the trend this in- 
cident might represent. As a result, one of Ryan’s colleagues (who was 
then conducting a seminar in historiography), agreed to undertake a 
major survey to query established and reputable historians for their 
opinions about sound recordings as valid historical sources. The results 
of this survey showed that among historians there seem to be no nega- 
tive attitudes towards recorded sound materials for historical research 
although many historians contacted admitted a considerable lack of ex-
perience in using these s o ~ r c e s . ~  Even though the results of the Univer- 
sity of Washington survey were not negative, neither were they encour- 
aging. Lack of familiarity can result in lack of interest; this means that 
there is not a demand that these new materials be placed in college 
and university libraries. The lack of demand by the faculty, coupled 
with the librarian’s lack of enthusiasm, can only generate the familiar 
justification that there is little room for these new materials in scholarly 
libraries which are otherwise well supplied with research materials. It 
may take many years to solve the problems created by this vicious cir- 
cle. 
Oral history is another branch of scholarship which reflects some of 
the tendencies of neglect discussed above, For many years, standard 
practice was to discard the tapes of the interviews after their contents 
had been transcribed into print. In other words, the sound recording 
was considered only a necessary evil, sort of a sound equivalent of 
shorthand. It was not until the late 1960s that some oral historians real- 
ized something which should have been evident from the start-that 
some aspects of the taped interview could not be transcribed into print. 
In  a summary of an Oral History Association meeting, Library Journal 
reported: “Historians also pointed out the need of preserving original 
tapes, even when transcripts have been made, because of qualities in 
the tape which cannot be reflected in the typed transcript, but which 
could be invaluable to historians.”6 
Finally, something must be said about the relationship between li- 
braries and the broadcasting media. When one surveys the scene, not 
only in the United States but abroad as well, it is evident that lack of 
contact and foresight has caused losses of recorded materials that stag- 
ger the imagination. There is no doubt that in the field of current 
events, as well as in the arts, radio and television stations are daily of- 
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fering priceless historical and cultural materials. Yet, due to the sta- 
tions’ nature as organs of diffusion rather than preservation, the mostly 
ephemeral fare offered, and the serious union restrictions that materials 
be broadcast usually only once, most broadcasts are lost. Very few sta- 
tions or networks have developed comprehensive archival facilities; 
even those who have done so operate facilities exclusively for the staffs 
of the respective institutions and, because of labor costs and union re- 
strictions, are generally closed to even qualified scholars and students. 
This whole area is one where enterprising librarians could perform 
valuable services. One such service would maintain a selective program 
of air checks and record on tape important news, speeches, literary and 
artistic panels, musical offerings, and so on. 
One must recognize, of course, that this is an area fraught with many 
problems. In undertaking such a project, the library must necessarily 
respect commercial and artistic rights and avoid any possibility of un- 
fair commercial competition. Proper guidelines could, however, easily 
be established which would protect the rights of artists and broadcast- 
ers while also providing a mechanism for preserving a priceless cultural 
and historical heritage, Lack of systematic air checks and proper guide- 
lines for collecting and preserving material can result in such occur- 
rences as the following : 
Perhaps the most dramatic example of both the role of the private 
collector and the absurd strictness and fear of some performing societies 
was made public some three years ago [i.e., 19631, when one of the last 
and greatest performances of the late Dinu Lipatti (Mozart’s concerto 
#21 in C [K. 4671) was released by Angel records. The well-known 
critic, Irving Kolodin, was puzzled by the long delay and low technical 
quality of the release, and sought an explanation from the recording 
company. Quoting Walter Legge, recording director for EM1 in England 
. . . [Kolodin wrote]: “The concert (of August 23, 1950) was broadcast 
but owing to the rules of the Swiss Musicians Union, the tapes were 
destroyed three weeks after the transmission. For eight years, Madame 
Lipatti and I searched Europe in hope of finding a recording taken from 
the air by an amateur. In 1959, two materialized in one week, both 
recorded by amateurs, one in Ziirich and the other in Copenhagen. Angel’s 
engineers in London worked for a year to produce from the better of 
these primitive originals the most acceptable sound.”7 
Despite the unquestioned value of a project which would system- 
atically collect air checks and the ease with which it could be carried 
out, the author knows of no library undertaking such a project. Instead, 
there are many instances where radio stations have been forced to de- 
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stroy accumulated materials that represented potentially valuable con- 
tributions because none of the libraries which were contacted showed 
any interest in accepting donations of the material. 
Clearly, we are still living in the midst of the Gutenberg era as far as 
the acceptance of sound archives by libraries, colleges, universities, li- 
brarians, and faculties is concerned. This, then, is the background 
against which sound archives have developed in the United States. 
How they have fared in an atmosphere which ranges from complete 
indifference to lukewarm and begrudging acceptance is considered by 
examining the circumstances surrounding the creation and develop- 
ment of some specific archives. 
DEVELOPMENTOF SOMESPECIFICSOUNDARCHIVES 
In his survey of libraries of recorded sound in the United States, 
Eric Cooper wrote: “One can find small communities of a few thou- 
sand people with quite a reasonable little library [of sound recordings] 
at their disposal, while a large town with a population of hundreds of 
thousands or more just a few miles away has nothing at all to offer and 
no obvious intention of doing SO."^ Cooper’s comments describe quite 
accurately a situation that is quite common in the United States. 
A student in a large Western university expressed the frustrations 
which can result from this paradoxical allotment of resources when he 
wrote the following in a letter to his campus newspaper: “A campus of 
some 27,000 students has no facilities for listening to classical music. .. . 
The Department of Music has a fine library of classical records but 
these cannot be borrowed for use off campus and there is nowhere on 
campus where they can be played. , . , Why are there no facilities else- 
where? The situation is a di~grace.”~ In contrast, both a much smaller 
college located fifty miles away and a public library system thirty miles 
away have developed excellent facilities to promote the use of sound 
recordings among their students and patrons. They have built up large 
libraries of classical, popular, and spoken records for home use; they 
have pioneered in the use of tape cassettes, and even loan cassette 
tape players. 
These striking contrasts illustrate the erratic way in which sound ar- 
chives have developed in the United States. Very often their develop- 
ment has had nothing to do with the size of a metropolitan area. In 
general, the development of sound archives seems to reflect the atti- 
tudes of relatively few individuals who have been in a position to make 
administrative decisions. In many cases, the strong development of a 
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first-rate audio collection has been due largely to the strength, tenacity, 
and almost visionary faith of either one person or a small group of indi- 
viduals. 
In order to see how archives have developed, some brief accounts of 
sound archives will be given. This is not a comprehensive survey of all 
archives, or even the most important ones. However, except for the 
geographical bias, it is probably a fair enough sampling to give the 
reader some concept of the interesting way these institutions have been 
developed and also some idea of the fascinating resources they contain. 
NATIONAL VOICE LIBRARY'O 
This remarkable archive is basically the work of one man, G. Robert 
Vincent who, since childhood, has been fascinated by recorded sound. 
In 1912, he recorded a message for his boys' club from Teddy Roose- 
velt (this was to become his only recorded ad-libbed speech); since 
then he has been an inveterate collector of recordings of the human 
voice. For about ten years he was a close friend and co-worker of 
Thomas A. Edison. When Edison closed his business he gave Vincent his 
entire collection of original wax cylinders. He was an officer during 
World War I, and after the Armistice remained in Europe for several 
years collecting more voice recordings. In the 1920s he established a 
sound studio in New York, and for the next two decades preserved on 
discs the voices of some of the most famous political, literary, and artis- 
tic figures of the time. During World War I1 he developed the famed 
V-discs. After the war he supervised the sound recording installations 
of the United Nations Conference in San Francisco and those of the 
Niiremberg War Crimes Trials; for two years he was Chief of Sound 
and Recordings for the United Nations, In 1949he resumed his collect- 
ing activities in his New York sound studio, By the time he retired and 
moved to California in the late 195Os, he had accumulated the largest 
collection of voice recordings in the world-nearly 8,000, including 
those of the voices of people representing virtually every major field of 
human endeavor. 
Vincent realized the value of his collection, but knew the impossibil- 
ity of continuing it as a one-man enterprise. He explored the possibility 
of donating it to some major university library, and although several 
institutions showed interest, but there was one major problem. He did 
not want to see his life-long project turned into a mausoleum of record- 
ings stored for years to come in the dusty attic of a university library. 
To avoid any possibility of this happening, he made it a condition of 
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the donation that he be appointed curator of the archive at a modest 
salary. He wanted to continue to enlarge the collection through his 
world-wide contacts, and to insure that adequate facilities were pro- 
vided to keep the collection open and functional. He wanted the collec- 
tion to become a living, growing archive serving all legitimate scholars 
and students. One would think, given the priceless nature of the mate- 
rial and the impressive qualifications of the donor, that dozens of uni- 
versity libraries would have welcomed the chance to house such a 
unique resource. Nothing like this happened, however, both the Univer- 
sity of Southern California and the University of California at Los An-
geles, two major universities located only a few miles from Vincent's 
home, turned down his offer. Many other fine schools across the coun- 
try also decided they could not accept the offer. Vincent has vividly 
recalled the profound despair and disillusionment he experienced dur- 
ing those years.I1 
Finally, in the early 1960s an offer complying with his stipulations 
came from the librarian of Michigan State University at East Lansing; 
Vincent accepted the offer. The location of such a collection in a small 
town of the Midwest, quite removed from national communications 
and media centers, is to be regretted; but this reflects the erratic way in 
which sound archives have developed in the United States. However, 
Michigan State University has given full support to Vincent in his ef- 
forts to make the collection a living and functional archive. In a few 
years the National Voice Library has become a major asset of the Uni- 
versity; the collection has more than doubled in size, reaching the im- 
pressive number of over 20,000 recordings, unquestionably the world's 
richest source of the recorded human voice. 
STANFORD UNIVERSITY ARCHIVE OF RECORDED SOUND 
One of the prime forces behind the creation of this archive has been 
William R. Moran, a Los Angeles petroleum geologist and an executive 
of the Union Oil Company. A great opera enthusiast and record collec- 
tor, he has traveled all over the world collecting opera and other vocal 
recordings. His collection, now totalling approximately 30,000 records 
and tapes, is considered one of the world's best collections of opera. 
Moran recognized the need for archival collections and wanted to 
see a large institution undertake the collecting of recordings-not only 
opera recordings, but other types as well. He was an alumnus of Stan- 
ford University, and after much prodding finally convinced the authori- 
ties of his alma mater to lay the basis for a general, comprehensive ar-
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chive of recorded sound. The archive finally took shape in the late 
1950s as an adjunct to the Stanford University Music Library. 
From its inception, it was planned that the archive would be all-en- 
compassing, that is it would collect all types of recordings: spoken, 
broadcasts, classical music, popular music, opera, folklore, ethnic re- 
cordings, jazz, etc. This wide collecting scope, coupled with the pres- 
tige of the parent institution, has a vast potential. One hopes that, 
given proper support, the archive will eventually become a sort of Li- 
brary of Congress of recorded sound for the West Coast. But that, un- 
fortunately, is still quite far from the present reality of the archive. 
At the time the archive was created the Music Library at Stanford 
was located in overcrowded quarters, sharing part of the building that 
had been the residence of the university president. The news of the 
creation of the archive, combined with the prestige of the university 
and the large number of people in the San Francisco Bay area who 
have in one way or another collected recordings, resulted in a deluge of 
donations and it was utter chaos. Records were received by the thou- 
sands and had to be piled in cupboards, basements, attics, and even 
along corridors. It is estimated that the collection now runs to more 
than 100,000recordings. 
In the late 1960s a modest salary was allocated to hire a library assis- 
tant to work full time with the collection, and the university provided 
some additional space in two other campus locations. The addition of a 
full time employee meant that at least part of the collection could be 
put into shape, the duplicates could be sorted out, and a minimum of 
reference and dubbing services could be provided. Also, the Archivist 
and Music Librarian, Edward E. Colby, together with Friends of the 
Archive, has mounted a number of fine exhibits and organized special 
lectures and programs featuring some of the unusual recordings and 
memorabilia stored in the archive. Recently, however, faced with seri- 
ous budget cuts, the library has eliminated the full time position of li- 
brary assistant for the archive. Consequently the archive has had to 
drastically curtail its programs and virtually suspend all reference ser- 
vices; as a result, most of the collection has again become dormant. 
JOHNEDWARDS MEMORIAL FOUNDATION'' 
The origin and bulk of this, the world's best collection of American 
country and western music and memorabilia, was the work not of an 
American but of a young Australian, John Edwards. Although he never 
visited the United States, he accumulated, through unbelievable ef- 
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forts, an immense collection of country and western music and associ- 
ated materials. He died tragically in Sydney as the result of a car acci- 
dent in 1960 when he was only twenty-eight years old. Deeply in love 
with America, John Edwards asked in his will that his collection be 
sent to the United States, and that it be used for the advancement of 
scholarship and not sold or given to anyone outside the U.S. Writing 
about this collection in an article in the Los Angdes Times, British 
journalist Bob Houlton wrote: 
But at the time, country music was a complete anathema to the American 
cultural establishment, Perhaps, if the music had died out, say 20 years
ago, there might have been an interest in a revival. , . . Liberals were 
faced with a dilemma, For years they had maintained that an artist’s 
ideology was immaterial-the thing that counted was the performance. 
Yet, there were a number of talented C&W [country and western] per- 
formers who were quietly, but fiimly, segregationists. It was easier to 
pretend that they did not exist. . . , country and western music , . .was 
rural, southern, white, working-class culture. . , . It was ultra-commercial, 
and successful. It was the utter antithesis of everything the cultural estab- 
lishment would Eght for down to the last tax-deductible dollar. . . . If 
John Edwards had searched for an area of American culture that was 
resistant to scholarship, with the possible exception of the Mafia, he could 
not have found anything tougher than the country and western music 
field. He should have also remembered that all countries are blind to their 
own culture to a greater or lesser extent. The choice of the United States 
as the repository for his collection was not wise. Any western European 
country would have cherished the collection. Japan would have been the 
best choice. Imitation is often the most sincere form of appreciation, and 
Japan boasts singers who can sing hillbilly songs in an authentic rural 
Kentucky accent without understanding a word of English! 
In any other country a grant would have been made from the treasury. 
Industrialists would have endowed a chair in American Commercial 
Country Music. Perhaps a bewildered American ambassador would be 
given the task of dedicating a new research institute. But nothing like 
this happened in the United States. Instead, the U.S. Customs insisted 
that anyone “importing” the Edwards collection would have to pay duty 
on its assessed value. Only the United States would levy a tax on a 
priceless chunk of its own culture. 
However, there is something in the American spirit that thrives on 
adversity. John Edwards’ wishes were carried out due to the organizing 
ability, perseverance, and sheer cussedness of Americans, all of them 
country music buffs. It was a typical American operation.1s 
It was decided that the best means of fulfilling the wishes of John 
Edwards was to establish a foundation. The John Edwards Memorial 
Foundation (JEMF) was established as a nonprofit corporation in the 
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state of California in 1962. The collection and the offices of JEMF are 
temporarily housed in the crowded quarters of the Folklore and My-
thology Center of the University of California at  LOSAngeles. The 
foundation has not found much support from sources other than the 
center. 
Because of the many unique features of the foundation and its spe- 
cial task of documenting a segment of Americana which has heretofore 
gone largely unnoticed by librarians, it may be well to quote its objec- 
tives : 
1. To further the serious study, public recognition, and preservation 
of that form of American folk music commonly referred to as country,
western, country-western, hillbilly, bluegrass, mountain, cowboy, old time, 
and sacred; to study and preserve parallel material referred to as race, 
blues, and gospel. 
2. To gather, store, and maintain phonograph records, photographs, 
biographical and discographical information, scholarly works and articles, 
and other material pertaining to such music. 
3. To archive, catalog, and index this material so that it can be most 
useful to interested persons. 
4. To compile, publish, and distribute bibliographical, biographical, 
historical and discographical material. 
5. To publish and distribute scholarly articles in this area; to reprint 
and republish, with permission, works originally appearing in this area, 
in books, magazines, and journals. 
6. To sponsor and promote field collection of music. 
7. To stimulate academic research in this area, and to instruct and 
educate the public to the value of such music as part of its cultural 
heritage.14 
Most of the work of the John Edwards Memorial Foundation, includ- 
ing the J E M F  Quarterly and a remarkable series of discographies and 
reprints, is carried out with the help of donations, benefits, dues paid 
by the members of the Friends of JEMF, and the sheer determination 
of a small group of dedicated workers and volunteers. The following 
account may suffice as a report on the present condition of the founda-
tion: “Three employees and an executive secretary function out of an 
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office 18’ X 9.The majority of our holdings are in the office with us, 
but in addition we have materials stored all around the folklore suite. 
Moreover, we have about 2 dozen cardboard boxes of papers and reca 
ords stored under tables, against walls, etc. An additional 2,000 rec-
ords or more have been donated to the Foundation but at present re- 
main in the hands of donors because we have no space to store them.”15 
In a recent interview, the former executive director of the foundation, 
Edward Kahn, said: “When all the artists are dead we’ll have money. 
When it’s too late we’ll have more money for our projects than we 
need. We will become antiquarians.”l6 
WESTERN SOUND ARCHIVE 
This is a nonprofit organization located in the small community of 
Los Osos in central California. It is the lifelong project of Nathan E. 
Brown who, by supporting himself through a job in the local post 
office, dedicates all his efforts and energies toward maintaining and 
enlarging this remarkable archive that already contains several thou- 
sand records (LPs and 78s) and about 2,500 tapes. The specialty of the 
archive is orchestral music, with special emphasis on the styles of many 
famous conductors. Through immense collecting efforts and contacts 
throughout the world, the archive has accumulated an impressive 
quantity of extremely rare records-deleted recordings, rare 78s, air 
checks, transcription discs, etc. Brown has even managed to publish an 
excellent catalog of the holdings of the archive which is updated by 
periodic supp1ements.l‘ 
UNNERSITY OF WASHINGTON PHONOARCHNE 
In the late 1930s and 1940s many radio network affiliates of the West 
Coast found it far from satisfactory to broadcast live the programs orig- 
inated by the parent organizations in New York. Newscasts broadcast 
in the East at 8 A.M. and 6 P.M. were heard in the West at 5 A.M. and 3 
P.M. respectively. A number of Western stations began experimenting 
with delayed broadcasts recorded on acetate or, during the war, on 
glass discs. Most stations destroyed the discs shortly after the broad- 
casts to avoid the problem of storage. A notable exception was station 
KIRO-CBS of Seattle. With an uncanny sense of history, its manage- 
ment decided to store the records rather than destroy them. Shortly af- 
ter the war, the policy of recording and saving discs was abandoned as 
the tape recording medium became available. The disc recordings were 
packed and hauled away to a basement at the transmitter site several 
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miles away on an island in Puget Sound. Fortunately for historical rec- 
ords, the material remained in storage, apparently forgotten, and sur- 
vived several changes in management of the station. 
Milo Ryan, Professor of Communications at the University of Wash- 
ington, had worked at the KIRO offices for a brief period when the 
delayed broadcasts were recorded. Years later, he needed some war- 
time speeches for a course he was teaching in radio propaganda. Until 
he asked the station if he could borrow some of the material for use in 
his classes, the existence of the discs was not known to the new station 
management, They were found and the entire collection was transfer- 
red to the University of Washington School of Communications. 
Despite the importance of the rediscovery of this gold mine of his-
tory in sound, Ryan found little enthusiasm or support from the univer- 
sity or other educational institutions in the area. Finally, in 1957 the 
CBS Foundation gave a grant of $10,000 to the University of Washing-
ton School of Communications to enable it to transfer the aging discs to 
tape, set up a suitable center for their use, and prepare a catalog. Two 
years later, the transfer to tape was completed, and the catalog was 
published in 1963.1s 
The fact that even major networks do not keep adequate archives of 
their material was soon dramatically shown. At least three LP record 
albums drew on material from the collection of the Phonoarchive. One 
of these was the Columbia album, Edward R. Murrow: A Reporter Re- 
members (02L-332, 400), which contains some of Murrow’s most im- 
portant and dramatic wartime broadcasts from London. Under Ryan’s 
direction the phonoarchive has become one of the nation’s best reposi- 
tories of recorded broadcasts of current events. Despite this achieve- 
ment, the work of the archive has received little support, financial or 
otherwise, and apparently funds are not available to prepare an up- 
dated list of its holdings. In a paper entitled “Here are the Materials; 
Where are the Scholars,” Ryan said: ‘‘I am certain that if we were to 
take, for example, the entire body of Murrow reports, transcribe them, 
and publish them, the scholars would dance with ecstasy, if you can 
imagine such a thing , . . one doesn’t need McLuhan to learn that our 
culture is still in the age of G~tenberg . ’ ’~~ 
LAWRENCE LIPTON ARCHIVE 
Lawrence Lipton is a journalist, poet, columnist, and author living in 
Venice, California ( a  suburb of Los Angeles). Because of his direct, 
outspoken, and controversial style he has been compared to H. L. 
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Mencken. He could be considered a precursor of Marshall McLuhan, 
for he has long been an advocate of the new media. In the 1950s he 
produced Jazz Canto (World Pacific LP WP 1244), a recording of po- 
etry readings with jazz. In 1956, in an article published in The Nation, 
he strongly advocated a return to the tradition of reading poetry aloud. 
His ideas were considered controversial at that time; one of his main 
contentions was that the poem on the printed page is to the poem what 
the score is to a piece of music.2o 
Since the start of World War 11, using first disc and then tape re- 
cording equipment, Lipton has been recording poetry readings, radio 
and television newscasts, and programs that reflect the social and artis- 
tic changes in American society. His collection, which now numbers 
approximately 3,000 tapes ( nearly 10,000 hours) contains extremely 
rare air checks, readings, and interviews with practically every poet 
and artist of the West Coast avant-garde. For several years he has been 
looking for a suitable library interested in his collection. He has in- 
sisted that any institution accepting the collection must provide mod- 
ern and adequate facilities and equipment; he wants the collection to 
continue to grow and be a functional, operating collection, fully open 
to the public with provisions for loaning dubs to students and young 
people. His experience has been similar to that of G. Robert Vincent, 
with the reactions from libraries being those of total indifference. 
T H E  OPERATIC ARCHIVE, UNIVERSITY OF CALIFORNIA AT SANTA BARBARA 
The origin of this archive was inspired to a great extent by the dona- 
tion to the library of Lotte Lehmann’s personal collection of recordings 
and memorabilia. A very active music librarian, Martin Silver, and a 
sympathetic library administration joined forces to complement Leh- 
mann’s collection with an operatic archive. The music library at Santa 
Barbara was outfitted with first-rate equipment, accessories, and listen- 
ing stations. Through the efforts of Silver, and with the full support of 
the library administration, funds were raised to extend the collection 
by acquiring the fine operatic collection of the late collector and detec- 
tive story writer, Anthony Boucher, who lived in Berkeley. Boucher 
was a collector of operatic and vocal recordings, and for many years 
drew on his collection for his Pacifica Network radio program, “Golden 
Voices.” Before his death he accumulated a collection of approximately 
8,000records. 
Again, one has some regrets that such an excellent operatic collection 
is being built in a rather isolated location; some observers feel that a 
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better location would have been the San Francisco Bay area. On the 
other hand, one can only admire the creation of this archive and what 
it represents. It is an excellent functional collection of vocal recordings, 
and it is continually growing through new additions. Silver and his as- 
sociates are in the planning stages of a project to produce a computer- 
generated catalog of the collection. Unfortunately, recent and serious 
budget cuts not only threaten progress on this important project, but 
also threaten the growth and development of the archive. 
THE LATIN AMERICAN MUSIC CENTER OF INDIANA UNIVERSITY 
This archive of scores, recordings, and associated materials is ex- 
tremely interesting because of the way it reflects Latin American prac- 
tices of governmental subsidies to the arts, which include the recording 
and diffusion of musical performances-practices which are quite alien 
to the United States. 
Established at Indiana University in 1961 under the joint sponsor- 
ship of the University’s School of Music and the Rockefeller Founda- 
tion, the center has the largest and most representative cross section of 
contemporary Latin American music anywhere in the world. The Cen- 
ter also works closely with another phonoarchive at Indiana University, 
the Archives of Traditional Music, one of the best collections of ethnic 
and folk music in the United States. The Latin American Music Center 
is directed by Juan A. Orrego-Salas, a composer from Chile. 
In most Latin American countries, music and dance ensembles are 
heavily subsidized by the governments, and virtually every music per- 
formance is recorded. For example, the University of Chile has an ex- 
cellent facility with studios and equipment to record most of the musi- 
cal performances in the country. Immediately after recording, the dubs 
are offered free of charge to any station in the country that wants to 
broadcast them. The tapes are stored indefinitely in the archives of the 
various universities or institutions responsible for the recording. On 
payment of a nominal fee, copies of these tapes can be obtained by any 
legitimate scholar or student, or by radio stations. These practices have 
not caused any serious damage, either to the performers or the compos- 
ers. On the contrary, they have been very advantageous in that they 
have publicized the works of local composers and musical ensembles. 
Most of the recordings deposited in the Latin American Music Cen- 
ter have been obtained in this way from the institutional sources in 
Latin America. The center makes available copies of most of these 
tapes to any legitimate scholar or educational institution in the United 
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States. The Latin American Music Center is a remarkable operation, its 
growth is continuous, and scholars and students are offered full access 
to the material. It is a welcome exception in the world of sound ar- 
chives. 
THEFUTURE SOUNDARCHIVESFOR 
After acquisitions and preservation, what should sound archives do? 
This is one of the most vital questions the administrator of a library or 
archives must answer. In the case of sound archives, the answers are 
fraught with many problems. The answers will, of course, have ramifi- 
cations for the future acquisitions policies of the archives. What should 
these policies be and what options do they have? The immense size of 
our cultural heritage in sound makes specialization almost mandatory. 
Furthermore, the difficulties faced by the Stanford University Archive 
of Recorded Sound lead to some sobering thoughts about the implica- 
tions of wide-ranging collecting activities. The alternate approach, spe- 
cialization, would seem to be the answer, but this creates new prob- 
lems. Specialization will mean that students and scholars will have to 
be provided with the means for quick access to materials deposited in 
distant archives. An efficient network of national scope is needed to 
provide for the transmission of facsimile sound prints (dubs) and a 
system of interlibrary loans, 
The technology for such a network of sound archives is available, 
and has been available for some time, but there are major stumbling 
blocks. Besides critical financial limitations, and the resulting staff 
shortages and relatively primitive physical conditions of most archives, 
the matter of copyright has emerged as a major deterrent to interli- 
brary cooperation in the provision of access. 
Copyright has become a sort of artificial, self-induced phantom for 
librarians. They have erred grievously in their interpretations of the 
legal framework for the duplication of sound recordings. Virtually ev- 
ery legal authority will assure one that the traditional concept of fair 
use does indeed apply to sound materials. In the case of out-of-print 
materials, there is simply no question in legal minds of the applicability 
of the fair use doctrine. Furthermore, the fair use doctrine also applies 
to commercial printed materials as long as the library does not engage 
in unfair competition. 
The extremely timid and reticent attitude of librarians can be traced, 
at least in part, to the tactics used by record companies to discourage 
piracy and unfair competition in their commercial world. This is cer-
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tainly a real problem, and one of international proportions. Since tech- 
nically speaking there was no copyright for sound recordings until the 
beginning of the interim copyright law this year, record companies 
have advanced the theory that their products are protected very much 
like unpublished manuscripts. That is, they claim recordings are pro- 
tected by common law copyright, and therefore copies cannot be made 
for any purpose other than private listening in the home. Familiar no- 
tices to this effect are affixed to practically every commercial record. 
The stand of the manufacturer has, of course, been totally discredited 
in many court cases. However, for some strange reason, it seems to 
have had a long-standing effect on librarians. Time and time again, in 
every proposed revision of the new comprehensive copyright bill, legis- 
lators have fully recognized the traditional doctrine of fair use for li- 
brarians and scholars, applying it not only to printed materials but to 
all other library materials as well, despite what seems to be an appall- 
ing lack of interest on the part of library groups and associations in 
assuring fair use for nonprint materials. 
This timidity and lack of interest has resulted in some extreme cases 
of neglect involving the survival of basic historical materials. There 
have been collections of extremely valuable and fragile 78 rpm disc re- 
cordings subject to continuous deterioration and destruction. Curators 
of these collections, when asked if provisions are being made to re-
record the material on tape, reply: “Iwould like to do it, but I can’t be- 
cause I have heard that this would be against the copyright laws.” This 
attitude has also had its impact on the educational use of materials. 
There have been cases in which students using sound facilities to fulfill 
listening assignments for coursework were physically searched to in- 
sure that they did not bring portable cassette recorders into the library 
for the purpose of re-recording their listening assignments. This is an 
incredible procedure considering the almost reckless abandon with 
which libraries have permitted ( a t  least until recently) virtually unre- 
stricted access to Xerox reproductions of printed materials. Why such 
stringent control of sound-recordings? The usual answer is that “the 
copying of records could go against the copyright laws and the library 
could get into trouble by allowing students to re-tape their assignments 
and take them home.” 
Those who work on the West coast, and the scholars and students 
they serve, are affected by a gross misinterpretation of the copyright 
laws. Major sound libraries in the East consistently refuse to make 
dubs of their material, insisting that the material can be used only on 
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the premises. The unbelievable and frightening paradox is that in an 
age of technology, an age which recognizes the crucial significance of 
communications, so many librarians of the new media, on the basis of 
the artificial copyright ghost, seem intent on returning to the Middle 
Ages when scholars had to travel from one country to another for the 
purpose of consulting unique research material. This attitude contrasts 
sharply with that found in some of the smaller college and public li- 
braries mentioned; the progressive libraries not only provide cassette 
recordings, but also loan out playback machines to patrons who do not 
own their own equipment. 
The field of sound recordings also has its villains, and librarians and 
sound archivists should be aware of their existence. One class of vil-
lains is the commercial pirate who, until quite recently, was undermin- 
ing the commercial interests of recording companies. However, his ille- 
gal activities will soon be drastically curtailed by the new interim copy- 
right law which provides legal protection for the record industry. An- 
other more subtle kind of pirate is the one who offers to sell air checks 
of radio and television programs to schools and libraries. His activities 
are more difficult to curb. A major deterrent wilI surely be the emer- 
gence of a number of quite reputable independent companies which 
legally market such programs with due payment of royalties to the art- 
ists and broadcasters. 
Still another kind of villain that may seriously affect sound libraries 
is the private collector who is a “hoarder.” Without casting any reflec- 
tions on the thousands of legitimate collectors (many of whom we can 
number among the notable friends and benefactors of libraries), we 
need to comment on the hoarder. He is the collector who, motivated by 
a vision of eventual commercial gain or driven by psychological quirks 
similar to bibliomania, wants to be the only one to own a certain re- 
cording and tries to see that no one else will own it or have access to it. 
There are well-founded rumors that a handful of these collectors have 
established and even incorporated archives that serve merely as fronts 
for their unscrupulous hoarding activities; this is a problem that cura- 
tors of sound libraries and especially prospective donors should be fully 
aware of. The best deterrents in this case are education, the exposure of 
such practices, and the establishment of a code of ethics for sound col- 
lectors, both private and institutional. This is one area where the Asso- 
ciation for Recorded Sound Collections (ARSC) could be of immense 
value; in fact, ARSC has already established a committee to formulate 
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a code of ethics. Unfortunately, preparation of the code seems to be 
moving at an exasperatingly slow pace. 
Another major danger is well illustrated by the experience of G. Rob-
ert Vincent in finding a home for his National Voice Library. Many 
institutions, universities, and libraries are eager to accept donations of 
materials. Announcements of such gifts enhance the annual report and 
provide the public relations department with good material. However, 
all too often the collection ends up in a basement or attic, totally closed 
to the public for years to come. The best approach on the part of the 
donor is that taken by Vincent; i.e., strong conditions should be placed 
on the donation and it should be given only to an institution that as- 
sures adequate quarters, facilities, and public services for the materials 
donated. Given the utter indifference of most librarians to the new me- 
dia, it is most likely that such conditions will result in the rejection of 
the donation. 
This situation is extremely grave, for this is a period in which large 
quantities of recordings, especially 78 rpm disc recordings, are being 
disposed of daily throughout the country. There is, of course, an im- 
mense amount of duplication and much of the material in these collec- 
tions is of low quality. However, many contain priceless materials that 
should be preserved. Faced with this situation and the lack of interest 
of most libraries in accepting even a part of such collections, the au- 
thor, in a recent communication to the Association for Recorded Sound 
Collections, proposed the establishment of what he called “chartered 
collectors.”21 These would be private collectors to whom colleges and 
universities would route materials they have no interest in accepting. 
However, in exchange for the materials routed or leased to them by 
institutions, the “chartered collectors” would give written guarantees 
that the material would be kept in their collections and would be made 
available on demand to legitimate users. In other words, the material 
would be given to them on a permanent lease basis with the very im- 
portant conditions of accessibility attached to the donations so as to ex- 
clude any possibility of hoarding. 
Finally, some brief comments on a frequently asked question: What 
is the outlook for sound archives in the United States? It has already 
been stated that the term “librarian” is erroneous and dangerous, for it 
is not descriptive of the true function of a person who should be en- 
trusted to keep and make available human knowledge in any form. 
However, this view is far from being the prevailing one among library 
administrators, library organizations, or schools of librarianship. Mem- 
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bers of the library profession still seem totally committed to the Guten- 
berg tradition of the print media. Their unshakable, unbending faith 
and commitment to these particular media is admirable; yet it may also 
be very dangerous. By ignoring the new media and the techniques nec- 
essary to handle them, librarians are, perhaps unconsciously, causing 
immense damage to our cultural heritage. Looking to the immediate 
past, there has not been much enthusiasm in library circles for accept- 
ing the new and the unfamiliar. 
In the 1950s, faced with the revolution of information retrieval, the 
library profession was reticent to accept the new. As a result of this 
attitude, virtually the entire field of information retrieval divorced it-
self from libraries and moved, for the most part, into the scientific and 
technological community. The information science community could 
have greatly benefited from a much closer cooperation with librarians, 
a cooperation which would have resulted in a mutually beneficial shar- 
ing of experiences. The lack of closer contacts has resulted in costly 
mistakes and much duplication. Now, years after the schism, the sci- 
ence of information retrieval has become a well-established field with 
thousands of specialists and powerful associations. At the time they 
were faced with the new information technology, few library schools 
recognized that nineteenth-century methods could not serve the com- 
munications needs of the twentieth century. Only recently, one be- 
gins to see schools of library science recognizing the existence of a seri- 
ous gap and a resulting alienation; now they are trying to prepare stu- 
dents for the new information technologies. 
In the 1960s librarians faced the explosion of the underground press. 
Granted, the materials produced by these presses are often controver- 
sial and even shocking to some people. However, anyone with some 
social and historical sensitivity should have seen that the underground 
papers were documenting a most important social change, not only in 
the United States, but throughout much of the world. American librari- 
anship has an admirable record of supporting freedom of expression 
and fighting censorship. Given these facts, one would have expected 
that librarians would have recognized the importance of the new publi- 
cations and avidly collected them. Unfortunately, nothing like this hap- 
pened; on the contrary, practically every major academic and public 
library seemed to take the same attitude: “This is junk, and as such has 
no place in any respectable library.” Now, only a few years later, one 
finds that the first writings of some of the most influential poets, writ- 
ers, and thinkers of an immense social revolution were published by 
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the underground press. Libraries are now spending thousands of dol-
lars trying to acquire back runs of issues of underground papers and 
publications. Early issues of underground papers have become collec- 
tors’ items. Publications that any enterprising librarian could have ob- 
tained for a few cents (or even free in some cases) are often selling for 
as much as $50apiece and more. 
In the 1970s this society is facing the immense revolution of elec-
tronic media. Technology has produced audio and video recordings, 
cable television, and inexpensive cassette recorders. How have librari- 
ans responded to these innovations in the communications media? AS 
this discussion of sound archives has demonstrated, they have re-
sponded with unbelievable indifference and even hostility. But history 
has shown repeatedly that the tide of progress cannot be stopped. We 
ignore it a t  our peril, for it will not go away. As Bob Dylan says in one 
of his songs: 
Your old road is 
Rapidly agin’ 
Please get out of the new one 
If you can’t lend your hand 
As the present now 
Will later be past 
The order is rapidly fadin’ 
And the first one now 
Will later be last. 
For the times they are a-changin.’Zz 
Librarians would do well to ponder Bob Dylan’s words, for in the 
case of sound archives, one sees a repetition of the type of response 
which served them so badly in dealing with innovations of the under- 
ground press and the science of information retrieval. There are also 
two interesting trends. Young people, reared in the electronic media 
and versed in their potentialities will demand more and more of these 
materials as rightfully theirs in libraries and schools. And, perhaps re- 
sponding to such demands, some of the best audio and video facilities 
are often not seen in large, traditional university libraries, but in some 
of the small colleges and even in high schools. 
The lack of interest in library circles for the new media is causing 
another interesting trend; that is the emergence in many universities of 
the so-called media centers or communication centers. One fears that, 
as was the case in the revolution of information retrieval, one will again 
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see the development of a large gap and a mutual alienation which 
could cause serious and costly duplications and mistakes. As in the 
past, engineers and technicians may be deprived of the wealth of expe- 
rience of the library profession. And, perhaps years from now, when 
the media centers are firmly established, schools of librarianship go will 
out of their way to train their students in the uses and potentialities of 
the new media. 
A generation or more from now, when the library administrators of 
today, so indifferent to the new media, will be long gone and forgotten, 
the few dedicated persons responsible for creating and maintaining, un- 
der unbearable conditions, the sound archives discussed, will be re- 
membered with the kind of respect and admiration that we have today 
for a man such as Hubert Howe Bancroft. This may be of little consola- 
tion to those dedicated individuals who are struggling to introduce the 
new media into the very reluctant and tradition-bound library world, 
but it is the situation today. 
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Recorded Sound in the Library of Congress 
D O N A L D  L .  L E A V I T T  
SIXTY-FIVEYEARS AGO a note appeared in Li-
brary Journal which, if prophetic, has proved to be so more in general 
than specific terms. In any case it turned out to be a very long-range 
forecast. 
The Library of Congress will install a department where phonograph 
records of speeches of statesmen and distinguished persons will be pre- 
served for the benefit of future generations. The government recently 
received a record containing an address made by the German emperor, 
and this led to the suggestion that the utterances of other statesmen might 
be preserved in the same way.1 
The phonograph record2 of Wilhelm I1 was made at the instigation 
of E. W. Scripture on January 24, 1904, and was subsequently pre- 
sented to Herbert Putnam, the Librarian of Congress. It was taken 
from the Librarian’s safe many years later and today occupies a place 
of honor in the Library’s recorded sound collections-no longer the ear- 
liest specimen of recording in the collections, but nevertheless the first 
to arrivea3 
Growth of the recorded sound collection from that lone cylinder had 
some time to wait. The collection of more “speeches of statesmen and 
distinguished persons” had still longer to wait, for the next audible ac- 
quisitions appear to have been musical, in the form of rolls for the me- 
chanical player piano, deposited for copyright in the late teens and 
twenties. While the 1909 copyright law made no provision for the reg- 
istration of recorded sound, the rolls contained copyrightable printed 
matter-biographies of composers, analytical and descriptive notes-in 
addition to the punched holes to activate the piano mechanism. Alas, 
some rolls were deposited printed, but unpunched. 
A bit of prehistory in the Library’s sound service was recently discov- 
ered in a log book maintained by the reference librarian during the 
Donald L. Leavitt is Head of the Recorded Sound Section, Music Division, Library 
of Congress. 
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years 1900-1901. In those leisurely days it was feasible to note the 
names of patrons and the subjects of their quests, Not infrequently the 
subject was simply “Pianola.” Thus we learn that on December 6, 1900, 
Miss Sewell sought the organ music of Bach and “literature,” while on 
the same day Mrs. Sims, together with the Misses Sims and three other 
companions, came to use the pianola, or player piano. By the autumn 
of 1901 the pianola entries had become less frequent, but the number of 
auditors had increased so sharply that attempts to list them by name 
had been abandoned. On November 19, 1901, while Miss Gland was 
perusing the scores to “Creole Belles” and “Floradora,” there were 142 
customers for the pianola, presaging the Library’s public concert series 
or its phonorecord listening service, or both. Were the rolls collected 
by the Library itself, or did the listeners bring in their own? The latter 
seems unlikely, since one who purchases rolls might reasonably be ex- 
pected to have a machine at home on which to play them. In any case 
both pianola and rolls seem to have vanished some time after Novem- 
ber 21,1901, the date of the last reference to it in the log.* 
In his report for the fiscal year ending June 30, 1925, the Librarian of 
Congress announced the gift, from the Victor Taling Machine Com- 
pany, Camden, N.J., of “an ‘Art-Victrola,’ electrically run, and an initial 
selection of 412 double-face disks.”j In his 1927 report Putnam noted 
that the same firm had replaced the Art model with a new Orthophonic 
machine, together with more than 100 discs made by the new electrical 
process, which “provides us with the latest perfection in such apparatus 
and the means of expounding it.”6 
Careful inspection of those Victor discs today indicates that neither 
the Art nor the Orthophonic enjoyed heavy use, an omission in service 
for which one may be grateful in this day of featherweight playback 
arms and readily-produced service tapes. 
In the same report that heralded the advent of the electrical record- 
ing process in the Library’s collections, there was a brief note acknowl- 
edging the generosity of Robert \V. Gordon for the gift of “the com- 
plete file of his department ‘Old songs that men have sung,’ published 
in Aduenture Magazine between July 10, 1923, and August 23, 1926, 
with an unusually rich selection of hitherto unprinted songs of the sea, 
lurnbercamps, Great Lakes, the West, and similar folk ballads.”6 The 
fact that the Librarian’s report for the following year announced Gor- 
don’s appointment to direct the activities of the newly founded Ameri- 
can Folk Song Project (not yet named the Archive of American Folk 
Song) should not be precipitously construed as recompense for the gift 
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of the magazine columns. Gordon was an ideal man for the job, a student 
of Harvard’s legendary G. L. Kittredge, an assiduous and gifted col- 
lector, and one of his generation’s most distinguished authorities on 
American folk songs. That same 1928 report, incidentally, acknowledged 
Victor’s continuing generosity upon the receipt of another 175 discs.8 
Even before coming to Washington, Gordon had made cylinder re- 
cordings of folk songs in the field, and the ensuing years were largely 
devoted to testing various relatively portable recording devices to facil- 
itate his work at the Library, including the Telegraphone, the Speak-O- 
Phone, the Amplion, and the Fairchild. Most of the equipment was 
loaned, donated, or purchased with private funds-also the source of 
Gordon’s own salary. After Gordon left the Library, John A. Lomax 
continued to collect recordings for the archive on discs, first alumni- 
num, and later acetate. Simultaneously the gifts of commercially pub- 
lished discs from Camden were duly noted year by year. 
The pace of activity increased markedly in the years immediately be- 
fore World War 11, both in the acquisition of commercially published 
records and in the production of instantaneous recordings of folk songs. 
The former increase was simply the result of the more deliberate solici- 
tation of gifts from the industry-a more nearly comprehensive cover- 
age from Victor, and the first infusions from Columbia and Decca. 
The collecting of folk songs was facilitated by a more dramatic 
event: the establishment, in 1940, of a modern recording laboratory, a 
completely novel concept in American libraries. A press release an- 
nouncing the Carnegie Corporation grant which installed the labora- 
tory placed much emphasis on its projected role as disseminator, 
through a duplication service, of the large accumulation of field record- 
ings in the Archive of American Folk Song. I t  also projected the unit’s 
utility to other forms of music, recorded poetry and literature, and edu- 
cational broadcasting, all of which were to materialize during the war 
yearse9 Other laboratory projects directly related to the war effort in- 
cluded the preparation of recorded instruction in Morse Code and for- 
eign languages for the use of military personnel, and recorded inter- 
views with Marines in the South Pacific-one of several early applica- 
tions of the not-yet popular technique of oral history in the collections. 
The flurry of activities throughout the war resulted in a collection of 
considerable size and importance-about 3.0,OOO items, not counting a 
very large transfer of material from the Office of War Information 
(OWI),  at that time not even uncrated but numbering approximately 
100,000 items. The next ten years saw the non-OW1 figure approach 
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the 100,000 mark itself (97,937 items in fiscal 1956). The decade of the 
1950s saw the sharp proliferation of commercial record labels, and the 
concomitant strain on gift solicitation work, the beginning of the cata- 
loging of selected long-playing discs, and the distribution of cards to 
other libraries, 
Lacking a specialist in record acquisition, the solicitation of gifts 
from the industry was largely carried on by the existing staff of the 
Library’s Music Division, principally Harold Spivacke, who had been 
the division’s chief since 1937. It was not until 1960 that a full-time 
record specialist was appointed, and, after another three years, a sepa- 
rate Recorded Sound Section established to administer the work of the 
Laboratory and the development and service of the audio collections. 
The service role was, in fact, new to the Library at this juncture, since 
there had been virtually no listening service until 1963. In 1964, annual 
acquisitions moved from the four to the five-figure column, and has re- 
mained there ever since, resulting in a collection now nearing the half- 
million mark. Nonetheless, annual acquisitions figures have varied 
widely, from just over 11,000to nearly 40,000, depending on the receipt 
of very large collections of early recordings from private donors and 
the transfer of still larger collections from other governmental agencies 
such as the American Forces Radio and Television Service. The gifts of 
current long-playing records from the record industry have remained 
more or less constant in recent years from 10,000 to 12,000 items. It is 
certain that the recently passed law providing for the registration for 
copyright of published sound recordings will increase the figure; but 
the extent of the increase cannot be accurately gauged at this writinglo 
The present recorded sound holdings at the Library of Congress can 
be broadly divided into two categories-published and unpublished- 
the latter not infrequently referred to as instantaneous, whether in the 
form of wax cylinder, aluminum or acetate disc, magnetic wire, or tape. 
Except for the difficulty in distinguishing the original from the copy, 
they are comparable to manuscripts. 
The published holdings are represented by the trickle, that began 
with the first Victor gift, that developed into a growing flood in the war 
years and has continued. This meant that virtually the entire era of 
acoustical recording (before 1925) was unrepresented in the Library’s 
collections, and had to be filled in with the cooperation, through gift, of 
private citizens who had husbanded these early sound documents, 
many of them quite precious today. One of the most important gifts 
was the John Secrist Collection, devoted almost exclusively to opera 
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singers of the period 1900-1925and collected in an uncommonly dis- 
criminating manner, Except for massive holdings of Caruso, Mc- 
Cormack, and Ponselle, it concentrates on selected discs of most of the 
periods singers, usually their rarest discs, and usually only those in ex- 
cellent physical condition.ll 
Complementing the Secrist Collection in content and contrasting 
with it in scope is the large Jim Walsh Collection, assembled by the 
long-time editor of the “Pioneer Recording Artists” department of Hob-
bies magazine, and highly regarded authority on the history of the re- 
cording industry. Walsh, while a collector of exceedingly catholic taste, 
has collected most vigorously the performers of the music hall, vaude- 
ville, and other popular musical genres about whom he writes so au-
thoritative1y.l2 
Barring that 1904 voice of the German Emperor, the unpublished 
side of the collection began with the American Folk Song Project.13 
The recording laboratory’s not infrequent habit of recording poets 
when they visited the Library during the war years provided the foun- 
dation of the English-language Archive of Recorded Poetry and Litera- 
ture, which has developed along lines similar to the folksong collec- 
tion.l4 More recently the Archive of Hispanic Literature on Tape has 
done a similar thing for the readings of poets from Spain, Portugal, and 
Latin America.15 These three discrete collections are well documented 
and indexed by specialists on the library staff, and have provided ma- 
terial for publication on long-playing discs. Also discrete are the collec- 
tions of performances which have taken place in the Library since the 
recording laboratory’s beginning, including lectures, readings, plays, 
and chamber music concerts. Many of these have been broadcast na- 
tionally for a number of years, and a few of the concerts have been 
issued on commercial labels. 
The remaining unpublished collections are vast, and are under vary- 
ing degrees of index control. Their range includes material of broadcast 
origin donated by networks and private individuals (extensive runs of 
the “Meet the Press” program and the Metropolitan Opera are exam- 
ples), and other material privately recorded ( concert hall recordings 
donated by composers and performers, and the National Press Club 
luncheon speakers are typical ) , 
While the recording laboratory has contributed to the growth of the 
collections by making original recordings, and providing researchers 
with a duplication service and two catalogs of published long-playing 
records,la its most far-reaching effect will prove to be in its research 
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into the preservation of the varied recorded sound media and in the 
application of the results of that research. The 1960s might be called 
the “post Pickett-Lemcoe decade” by those dealing in the physical 
preservation of recorded sound. As a result of that initial study by Pick-
ett and Lemcoe,17 the library has cleaned, repackaged, and reshelved a 
substantial part of the collection, using the shelf equipment and pack- 
aging materials recommended by the report, and has applied the rec- 
ommended atmospheric controls in the stacks. The laboratory has also 
dubbed onto 1.5 mil polyester-base tape approximately 15,000fragile 
and deteriorating wax cylinders, acetate discs, paper and acetate tapes, 
and even a number of rare published shellac pressings (the Secrist Col- 
lection has been dubbed in toto ) . The dubbing process has provided 
the added benefit of contents notes, made while the dubs are being 
monitored, resulting in index cards for much previously unanalyzed 
material. 
New developments in magnetic recording will undoubtedly do much 
to ameliorate the space problem in all audio collections. The recording 
laboratory is watching closely the gradually improving sonic quality of 
reduced tape speeds, and the possibilities offered by multi-track re- 
cording. Currently under way is the experimental dubbing of monaural 
opera broadcast acetate tapes onto eight separate tracks, at a speed re- 
duced from 15to 7%inches per second. Similar experimentation in the 
laboratory during the 1960s has produced a collection of several dozen 
reproducing styli adaptable to all discs and cylinders thus far encoun- 
tered, dating from 1890 to the present; a cylinder reproducing device 
adjustable to all known mandrel sizes, speeds, and groove spacings; 
and a record cleaning bath activated by ultrasonics. 
The archival videotaping of the library’s concerts, lectures, and read- 
ings has been going on for three years. There has been some experi- 
mentation with the field collecting of folksong materials with both 
portable videotape equipment and sound film. The distribution of these 
materials by television broadcasting or video-cassettes, is a possibility 
that no longer seems novel, 
And what of that collection of statesmen and distinguished persons 
predicted by Library Journal in 19072 By virtue of the overall growth 
of the collection and the immense variety of its sources, such a collec- 
tion now exists. The efforts of the Victor and Edison companies during 
the election years of 1908 and 1912 resulted in a number of recorded 
addresses by such notables as Theodore Roosevelt, William Howard 
Taft, and Woodrow Wilson, all of which have come to the library from 
a variety of private donors. The Jim Walsh Collection is particularly 
LDBRARY TRENDSc 581 
Recorded Sound in the Libray of Congress 
rich in the Columbia-affiliated “Nation’s Form” series, issued late in 
World War I and continuing through the 1920 presidential campaign. 
It includes the voices of Senators Lodge and Harding, Generals Persh- 
ing and Leonard Wood, Nicholas Murray Butler, Rabbi Stephen Wise, 
and Wilson’s young Assistant Secretary of the Navy, Franklin D. Roo-
sevelt. To be sure, the collection of historic speeches is not yet what it 
should be in America’s national library, particularly from the years be-
fore network broadcasting and the convenience of audio and video- 
tape. Since 1907,however, steps have been taken in the right direction. 
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ARTHUR SCHLESINGER,JR., has commented on 
one of the fundamental paradoxes facing the writer of contemporary 
history. “In the last three quarters of a century,” he says, “the rise of 
the typewriter has vastly increased the flow of paper, while the rise 
of the telephone has vastly reduced its importance. Far more documents 
have been produced, and there is far less in them. If a contemporary 
statesman has something of significance to communicate, if speed and 
secrecy are of the essence, he will confide his message, not to a letter, 
but to the telephone.” And the growing insistence by historians and 
the public alike that official papers should, as a matter of right, be im- 
mediately opened to scholars leads to what Schlesinger calls a “dilu-
tion and distortion” of the record. “Public officials, fearing next decade’s 
graduate students, become reluctant to put in writing the real reasons 
behind some of their actions.”l 
In the wake of the disclosures made in the “Pentagon Papers” and 
the “Anderson Papers,” James Reston suggests that this fear may be 
more immediate. Because of the widespread presence of the Xerox ma- 
chine in Washington, “the elements of accident and disclosure are obvi- 
ously far greater than ever in the past.”2 As a consequence, Reston be- 
lieves, quick, modern, electrostatic copying has had a much greater in- 
fluence on security and diplomacy than is generally realized: 
For example, ambassadors or Foreign Service officers of the United 
States abroad, who used to be able to send their dissents privately to the 
State Department or the President, now have to calculate that their 
dissents will be copied and circulated, so they tend to be cautious. 
Always, now, they have that Xerox machine in mind. Will they really 
be able to speak their minds privately, or will their views be circulated 
all over Washington and hurt their careers? , , . 
No doubt some of them still keep writing what they believe, even if 
they think the White House will not like their dissents, but a lot of them, 
Norman Hoyle is Associate Professor, School of Library and Information Science, 
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maybe most of them, hold back for fear of how their judgments will look 
after they are copied and circulateda2 
The need thus arises for the documentary record to be supplemented 
and rounded out if we are to recover what Schlesinger calls “the full 
historical transaction.”l It is to this end, the production of new docu- 
mentation for the historian of the future, that oral history is dedicated. 
It is an attempt, in an age when few people have the time or the incli- 
nation to keep a diary or engage in the kind of leisurely, confidential 
correspondence that historians have traditionally relied on, to recover 
at least a few of those “transactions” that would otherwise have gone 
unrecorded. Allan Nevins has called it “an essential defense against 
oblivion in hi~tory.”~ 
As a stay against oblivion, an oral history program will conduct inter- 
views with persons-statesmen and ordinary citizens alike-who are 
presumed to have something of lasting interest to say about the times 
through which they have lived, the work they have done, the decisions 
they have made, and the people they have known. Typically, the inter- 
view is recorded on tape, with an edited transcript of the tape subse- 
quently made available (at  a time specified by the interviewee) to 
qualified researchers. It is important to emphasize, particularly in a 
publication devoted to sound archives, that oral history, as the term has 
come to be used, is the creation of new historical documentation, not 
the recording or preserving of documentation-even oral documenta- 
tion-that already exists. Its purpose is not, like that of the National 
Voice Library at Michigan State University, to preserve the recordings 
of fireside chats or presidential declarations of war or James Whitcomb 
Riley reciting “Little Orphan Annie.” These are surely oral and just as 
surely the stuff of history; but they are not oral history. For this there 
must be the creation of a new historical document by means of a per- 
sonal interview. 
Oral history as a field can be said to date from 1948, when Allan 
Nevins established the Oral History Research Office in the basement of 
Butler Library at Columbia University. Late in his life Nevins recalled 
how as a young newspaperman in New York it had pained him to see 
the obituary pages of the New York Times, “published in the center of 
American life, the great metropolis, the focus of business and literary 
activity, of drama, of music, and to a great extent of political activity.” 
New York had drawn to it an unmatchable array of famous personages, 
and “Year by year, they died, and I said to myself as I saw the obituary 
columns, ‘What memories that man carries with him into total oblivion, 
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and how completely they are lost.’ Shakespeare says, ‘Time hath a mon- 
strous wallet at his back in which he putteth alms for oblivion.’ We can 
agree with Shakespeare that it’s monstrous, indeed.”4 And so it was that 
the idea of oral history was born. 
While Nevins is always credited with establishing oral history as a 
field-no one seems as yet to have called it a discipline-the literature is 
replete with attempts to identify practitioners of oral history who ante- 
date those at Columbia, sometimes by centuries. Thucydides and Herod- 
otus, it is pointed out, both relied on the personal interview to gain 
material for their histories. Hubert Howe Bancroft, with personal finan- 
cial resources that most institutional oral history programs today might 
envy, employed a whole cadre of interviewers to capture first hand the 
stories of California pioneers. Lyman Copeland Draper, dubbed by one 
writer as the “Father of American Oral Hi~tory ,”~  was a nineteenth cen- 
tury collector and would-be historian who conducted numerous inter- 
views with “aged Western Pioneers” in whose memories he believed 
“very much precious historical incident must still be treasured up . . . 
which would perish with them if not quickly r e s c ~ e d . ” ~  During World 
War I1 the U.S. Army sent teams of combat historians to interview offi-
cers and men, sometimes in foxholes, about their battle experiences. 
In an emerging field like oral history, definitions are hazardous and 
always subject to change. It would seem, though, that the time has 
come to make a clear-cut distinction between the kind of interviewing 
done by Thucydides, Herodotus, Draper, and the Army historians and 
that done in a present-day oral history program. In the former, inter- 
views were conducted, primarily a t  least, for the purpose of gaining 
information for one’s own writings or for the preparation of a particular 
work of history. The purpose of the oral history interview, by contrast, 
is to create new archival material for other writers to use. Interviewing 
alone does not constitute oral history; if it did, virtually all writing on 
contemporary history, to say nothing of newspaper reporting and much 
sociological investigation, would come under its aegis. Because of its 
emphasis on meeting the information needs of the scholar of the future, 
oral history implies further the archival preservation of the document 
resulting from the interview and its eventual if not immediate avail- 
ability to the scholarly community. 
The terminology of oral history continues to be unsettled. The per-
son interviewed is variously called the interviewee, the respondent, the 
memoirist, the subject, the narrator-even the victim. Luther Evans, a 
former Librarian of Congress, has urged the use of “oral author” be- 
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cause of its implications for copyright pr~ tec t ion ,~  but there is little evi- 
dence that the term has been widely adopted. And what is an oral his- 
torian? Is he the interviewer, the director of an oral history program, or 
the historian who draws on oral history interviews in his writing of his- 
tory? Although an oral historian is now generally thought to be the in- 
terviewer, the confusion has been such that the term seems to be used 
less than it once was, even consciously avoided by some. Actually, it 
does not apply very satisfactorily to any of the three: not to the inter- 
viewer, because a historian is usually thought to be responsible more 
for interpreting his source material than for creating it; not to the pro- 
gram director, because non-historians can and do assume such posi- 
tions; and not to the user of oral history interviews, because it would be 
the unusual historian indeed who relied exclusively on these at the ex- 
pense of newspapers, diaries, and other printed source material. 
Despite the problems which afflict any new field, oral history has 
grown impressively, gained a degree of academic respectability and as- 
sumed all the appurtenances which such respectability seems to de- 
mand. There is now an Oral History Association, with more than 700 
personal and institutional members, an Oral History Newsletter, and an 
annual National Colloquium on Oral History. A recently published bib- 
liographys lists more than 200 books and articles dealing with oral his- 
tory. And the new Directory compiled for the Association by Gary 
Shumwayg lists 230 established programs (as compared with only 89 
programs as recently as 1965) and 93 additional programs in the plan- 
ning stages. More than 23,000 persons have been interviewed, produo 
ing some 700,000 pages of transcript, up from 400,000 pages in 19~65.~” 
If, as Schlesinger believes, the typewriter and the telephone have 
“eroded the value of the document,”ll oral history programs around the 
country would seem to be engaged in a redamation project of consid-
erable proportions. 
Rather surprisingly, a tabulation of the oral history programs re- 
ported to the new Directory shows that only slightly more than half of 
these ( 104 of 203) are affiliated with academic institutions. (This does 
not include those programs listed in appendix A of the Directory which 
are intended primarily for internal use.) Other groups or institutions 
sponsoring, or at least tolerating, oral history programs are historical 
societies (21) ,  public libraries ( 13), ethnic societies or organizations 
(S) ,  state libraries ( 6 ) ,  hospitals ( 5 ) ,and museums ( 5 ) .In addition 
there is a miscellany of programs sponsored by alumni organizations, 
private corporations (Ford and IBM), government agencies (NASA 
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and the National Park Service), and special interest groups (American 
Society of Civil Engineers and the Los Angeles Psychoanalytic 
Society). 
What makes the growth of oral history programs all the more re- 
markable is that they have been funded for the most part at little more 
than subsistence levels. Occasionally an outside grant will be received 
for a particular project, and sometimes a few of the larger programs 
like those at Columbia University or the Regional Oral History Office 
at the University of California, Berkeley, will do projects on contract 
for other agencies. In general, however, funds for oral history are 
squeezed out of already squeezed institutional budgets, and so the pro- 
grams lead a rather tenuous existence. 
There are three types of projects which oral history programs, what- 
ever their institutional affiliation, have generally undertaken. In the 
first, pioneered at Columbia in 1948, the emphasis is autobiographical. 
An attempt is made to secure the reminiscences or life story of a person 
of presumed historical interest who does not plan to write his memoirs. 
With the help of the interviewer he is encouraged to recite his mem- 
oirs. This seems to have been, at last until recent years, the most com- 
mon type of oral history project. Columbia alone reports some 600 “au- 
tobiographical memoirs.” The memoirist-and here the appellation 
seems entirely proper-is likely to have been an “important” personage, 
a leader in politics (most frequently), business, labor unions, the mili- 
tary, the professions, or occasionally the arts. Usually he will be ap- 
proached for a memoir in his later years, when he can afford to be both 
more candid and more reflective. There is a danger in waiting too long, 
however; if the stories exchanged at the National Colloquia on Oral 
History (hereafter referred to as the national colloquia) are any indi- 
cation there is an unusually high rate of attrition among prospective 
memoirists. Some of the smaller programs, particularly those associated 
with public libraries and state and local historical societies, may favor a 
less exalted memoirist, If the program is in luck, he will be a pioneer of 
the region; if not, he will be the descendant of a pioneer or at least a 
long-time resident. His reminiscences will be sought for what they can 
reveal about day-to-day life in an earlier time. 
The emphasis in the second type of project is biographical rather 
than autobiographical, The aim is to collect interviews relating to a sin- 
gle person. Here the interviewee provides information not so much 
about himself (he may sometimes have to be reminded of this) as 
about his dealings and associations with a major historical figure. He is 
LIBRARY TRENDS[641 
Oral History 
not a memoirist giving his life story but a respondent telling what he 
knows about a specific person or time in history. Presidents Hoover, 
Roosevelt, Truman, Eisenhower, Kennedy, Johnson, and Nixon have all 
been the subjects of oral history efforts. Not all of these, however, are 
associated with presidential libraries : the Herbert Hoover Oral History 
Program in Washington, D.C., is independent of the Presidential Li- 
brary in West Branch, Iowa; most of the work on President Roosevelt 
has been done at Columbia; and the two small programs dealing with 
President Nixon are to be found at Whittier College and California 
State College at Fullerton. Whole programs have developed around 
John Foster Dulles at Princeton, Christian Herter at Harvard, Martin 
Luther King, Jr., at the Martin Luther King Center in Atlanta, and 
George C. Marshall at the George C. Marshall Research Library in 
Lexington, Virginia. 
The third type of project is essentially similar to the biographical 
project except that it secures material relating to a given subject, topic, 
or event rather than a given person. Columbia has clusters of inter- 
views, or special projects, relating to the Book-of-the-Month Club, the 
Campus Crisis at Columbia, the Occupation of Japan, Oil Wildcatting 
in Texas, the Chinese Republic, 1911-49, and Social Security: Origins 
through Medicare. Ford, IBM, and NASA all trace their organizational 
and technological development through large-scale oral history pro- 
jects. There is an Archives of New Orleans Jazz at Tulane University, a 
Civil Rights Documentation Project in Washington, D.C., a McCarthy 
Historical Project (the primary campaign of 1968) at Georgetown Uni- 
versity, as well as projects dealing with the Texas oil industry at the 
University of Texas, labor history at Pennsylvania State University, 
unionization of the auto industry at Wayne State University, food and 
drug regulation at Emory University, California wine history and water 
resources at the University of California (Berkeley), the citrus industry 
at the Claremont Graduate School, the motion picture industry at the 
Hollywood Center for the Audio-visual Arts, and land development in 
Southern California at Immaculate Heart College. 
As this quick survey suggests, an oral history program may engage in 
one kind of project, as at the presidential libraries or the Archives of 
New Orleans Jazz, in two, or all three, as at Columbia and Berkeley. 
Although it cannot be known for sure, the discussions at the national 
colloquia suggest that special pro jects-both biographical and topical- 
are increasingly emphasized. Certainly they have numerous advan- 
tages: they give a program a greater sense of direction; they simplify 
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the selection of interviewees; they provide a larger and better inte- 
grated collection of source material for the researcher; they can be de-
veloped so as to complement an already strong collection of archival 
material; they provide a greater opportunity for cross-checking infor- 
mation and capturing the same event from different points of view; and 
they are far more efficient in terms of the training and preparation of 
inter viewers . 
Because the interview plays such a dominant role in oral history, it is 
not surprising that the literature of the field deals extensively with the 
techniques and procedures of interviewing. The presentation here will 
follow a similar emphasis. 
To a considerable degree, people in oral history have been historians, 
librarians, and others without prior training or experience in interview- 
ing. By comparison with political scientists, sociologists, psychothera- 
pists, and journalists, they have been amateurs. Consequently they 
have been somewhat uncertain about how they should go about their 
business; at the national colloquia there seems to be an almost compul- 
sive need to exchange tricks of the interviewing trade. And so by trial 
and error, by the example of Columbia and a few of the other major 
programs, and by sharing of experiences, some rules of thumb have de- 
veloped for oral history interviewing. While techniques and procedures 
now seem fairly standard around the country, little has been done to 
put these in a more generalized framework, As yet there is nothing ap- 
proaching a theory of oral history interviewing. Indeed, there seems to 
be little familiarity with the literature of interviewing as it has devel- 
oped in other fields. 
Although the term seems not to be used by people in oral history, the 
kind of interviewing they most frequently practice is what political sci- 
entists and sociologists call elite or specialized interviewing. In a recent 
and important book on the subject Lewis Dexter defines an elite inter- 
view as one with any interviewee “who in terms of the current pur- 
poses of the interviewer is given special, non-standardized treatment.” 
Special, non-standardized treatment involves : 
1. Stressing the interviewee’s definition of the situation, 
2. encouraging the interviewee to structure the account of the situation, 
3. letting the interviewee introduce to a considerable extent (an extent 
which will of course vary from project to project and interviewer to 
interviewer) his notions of what he regards as relevant, instead of relying 
upon the investigator’s notions of relevance.12 
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In the survey interview, or standardized interview, the investigator 
“defines the question and the problem; he is only looking for answers 
within the bounds set by his presuppositions.” In the elite interview, 
however, the “investigator is willing, and often eager to let the inter- 
viewee teach him what the problem, the question, the situation, is-to 
the limits, of course, of the interviewer’s ability to perceive relation- 
ships to his basic problems, whatever these may be.”ls 
Dexter points out that this approach to interviewing has been 
adopted more with the influential, the prominent, and the well in- 
formed than with the rank and file of a population. “For one thing,” he 
says, “a good many well-informed or influential people are unwilling to 
accept the assumptions with which the investigator starts; they insist on 
explaining to him how they see the situation, what the real problems 
are as they view the matter. Moreover, the interviewer confronted with 
genuinely prominent people or the prestigious well-informed is un-
likely to feel that he can insist on their hewing to a standardized line of 
discu~sion.’’~~ 
Although it has seldom been so precisely formulated, most oral his- 
tory interviewing-whether for autobiographical memoirs or for special 
projects-would seem to fall within this general framework. An inter- 
viewee will not be asked a series of standardized questions or be pre- 
sented with an interview schedule, although he or she may be given an 
indication beforehand what general topics might be raised. He may 
even be asked to go through his personal papers to refresh his memory. 
Still, the point to be made is that the interviewee will be given broad 
leeway, as Dexter puts it, to structure his recollections of the situation 
and to record what he regards as re1e~ant.l~ 
If the purpose of oral history is to fill gaps in the historical record, 
this would suggest that the gaps should be defined with care and that 
the interviewer should formulate with some precision what it is that he 
is after. If this is not done, oral history could be looked on as little 
more than an expensive fishing expedition. One practitioner asserts that 
the oral historian cannot properly do his work “without knowing what 
he is trying to find out, any more than any other researcher can. He 
must, in fact, be able to formulate research aims with far more insight 
and foresight than the average researcher because he is providing 
source material for scholars to use many years hence.”16 And yet it must 
be asked how precisely research aims can be formulated when one 
has only the vaguest idea how and when and by whom the information 
obtained in the interview will be used. And further, how precisely can 
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these aims be formulated when it is known in advance that the inter- 
viewee will be given broad leeway to structure the interview himself, 
to determine what is and what is not relevant, and to teach his ques- 
tioner what the important questions are? The contrary pulls between 
the directive and the nondirective, between the precise and the explor- 
atory, between closure and expansiveness, make for a difficult concep- 
tual problem in oral history which to this point has not been much ex- 
plored. 
In oral history interviewing, as in elite interviewing of any kind, the 
interviewer tends to be a rather colorless, shadowy figure. He is ad- 
monished to focus all attention on the speaker, not to inject his own 
personality or beliefs into the record, not to pass judgment on what is 
said. One handbook on the subject says that he “must be sympathetic 
and noncommittal at the same time. He must not reflect approval or 
disapproval. He should not be shocked by the informant’s revelations 
or amused by a display of humor.”17 In a set of proposed standards for 
the manufacture of reminiscences with a recording device, the inter- 
viewer is urged to be a “friendly, but an almost ‘faceless’ person,” be- 
cause the information obtained will be more accurate and reliable 
“when the interviewee knows little more about the life, thoughts, de- 
sires, and prejudices of the historian-interviewer after the interview 
than he did before it began. The pattern of his ideas will then be more 
likely to be his own.’’1* 
If the objective of an elite interview is to encourage the interviewee 
to structure the account of the situation in his own way, then questions 
must be put with great care; otherwise the account will be incomplete 
or distorted. Questions which can be answered with a simple yes-no, 
which suggest their own answers (leading questions, in the legal 
sense), or which are long, complex, and filled with academic jargon are 
generally avoided. Open-ended or “multi-interpretable” questions are 
favored instead. Dexter says that “it is important to start off with com- 
ments or ask questions where the key words are quite vague and am- 
biguous, so the interviewee can interpret them in his own terms, and 
out of his own experience. , , .A question which sharply defines a par- 
ticular area for discussion is far more likely to result in omission of some 
vital data which you, the interviewer, have not even thought of. Of 
course, by this process, your answers are not strictly comparable with 
one another in terms of a narrow conception of what is factual; but you 
discover how your interviewees , , . see the issues.”lg Along this same 
line, Tyrrell urges the use of variations of such simple questions as 
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“Why?, How?, Why did you do that?, Why didn’t that work?, or What 
did you do (say) then.n20 
A certain amount of amateurism in interviewing is to be expected in 
those joining the ranks of oral history; more controversial has been the 
degree of amateurism to be tolerated in them as historians. In order to 
be an effective interviewer, must one be a trained historian. Saul Beni- 
son, a leading figure in the field, says that “If you begin with a person 
of no particular training as a historian, I think you’re in trouble. A tape 
recorder does not make a historian. . , , And so if I were hiring anyone 
for any particular project, the first question I would ask is, What’s your 
training?”21 He concedes, though, that it is a “knotty question.” Advo- 
cates of oral history have insisted all along that their methodologies 
should be applied to a whole range of fields that are beyond the ken of 
conventional historians. Most programs simply cannot afford or do not 
have available to them a sufficient number of trained historians to carry 
on their work in an orderly, sustained manner. Consequently, more em- 
phasis has been placed on preparation than upon formal academic 
training. That is, before the interviewer turns on his tape recorder he is 
expected to have made a thorough search of the existing documenta- 
tion relating to the person he is interviewing and the subjects they are 
likely to discuss. While some of the rather vehement insistence on ex- 
haustive preparation may be attributed to an overcompensation for the 
low esteem in which oral history has been held by some non-oral histo- 
rians, the predominant view is that thorough preparation results in bet- 
ter interviews. The following comments made from the floor at one of 
the national colloquia are typical: 
My opinion is that it is impossible to prepare too thoroughly for an 
interview. . . . You can prepare for his [the interviewee’s] jargon, his 
alphabetical arrangement, and to know what he’s referring to when he 
refers to things, so that you don’t have to stop him for a, b, c, explanations. 
You’re aware of what he did, and what you’re looking for in your interview 
is to find out more about what he did. So the preparation for the interview 
has to be thorough. The more thorough the better.22 
To my way of thinking, barring a recalcitrant respondent, the prepara- 
tion for an interview is the key to a successful interview. The amount of 
time spent and the thoroughness of one’s research is certainly mirrored 
in the commentary of the respondent in the transcript. In fact, if I may 
be so bold, without the Science of R e  aration, there is little need for the 
Art of Interviewing. The most polisi! ed, sociable, confidence-inspiring 
interviewer can certainly get on first base, but without thorough prepara- 
tion his path will be a straight line to left field rather than second base!2a 
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But there are demurrers. Louis Starr, director of the Oral History 
Research Office at Columbia and for many years the chief spokesman 
for the field, has observed that here, as in every aspect of oral history, 
some flexibility and judgment are required. In his own interviews with 
Chester Bowles and Bennett Cerf, for example, Starr says that they told 
their stories as they wanted to tell them (as elite interviewees will do) 
and that in either case extensive preparation on his part would have 
been a waste of effort. Sometimes elaborate preparation on the part of 
the interviewer will be crucial, he believes, “but continued genuflect- 
ing to the God of Preparation, regardless of financial and logistical re- 
alities or the nature of the problem at hand , . . [is] a kind of occupa- 
tional malaise.” It is as if “oral history’s disciples sought to expiate their 
sins in this manner, whenever they f~rega thered .”~~ 
A Ph.D. in history and thorough preparation dl not in themselves 
make a successful interviewer. These may or may not be necessary, but 
they certainly are not sufficient. An interview is an interpersonal rela- 
tionship, a kind of social transaction in which each party has a direct, 
though perhaps indeterminate, effect upon the other. The whole array 
of stimuli emitted by the interviewer-his age, his appearance, his man- 
ner of speech, his actions, his preparation, his credentials-will deter-
mine how he is perceived by the person being interviewed. And the 
way he is perceived will in certain measure determine the content, 
style, and quality of the responses he elicits. No matter how colorless or 
“objective” an interviewer attempts to be, he will be deceived if he 
thinks that the interviewee is responding only to the questions that 
are put to him. Dexter suggests that “it is more likely that the total-situ- 
ation-as-felt-and-perceived affects or chiefly determines how a respon- 
dent answers a set of questions than that he answers these questions in 
terms of the defined, manifest, and limited meanings which some inter- 
viewers think they have.”25 
The successful interviewer then will be the one who is sensitive to 
how he is perceived by the person he is interviewing, and who will 
change his strategy accordingly. Dexter says that “it is important for 
the interviewer, during the interview, to realize what the interviewee is 
responding to, because on the basis of such realization, he can continu- 
ously modify his strategy, formulate his questions, plan his comments. 
He may even modify his own mannerisms to a limited extent.”26 
Not everyone can make such perceptions. I t  requires a high degree 
of empathic understanding, of putting oneself in another’s place and 
feeling and seeing as he does. I t  requires the ability to step outside 
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one’s own biases and prejudices, to listen (in Theodore Reik‘s phrase) 
with the third ear. It demands a willingness to learn from the inter- 
viewee and to refrain from fitting what is heard into preconceived pat- 
terns and an eagerness, as Sidney and Beatrice Webb have expressed 
it, “to have the conventional classification upset, and the orthodox cate- 
gories t r ans~ended .”~~  What it does not mean is well illustrated by the 
remarks of an unidentified participant in one of the national colloquia: 
“Sometimes we use professors for interviewers, and they have difficulty 
when something comes up that is opposed to their own thesis or to 
something they know. They may be known figures, and since their 
names are going to appear in the interview, they cannot let it stand. 
They have to come on strongly in order to preserve their own reputa- 
tions.”28 Perhaps it should not be so surprising that college undergradu- 
ates and even junior high school students have produced some remark- 
ably successful oral history interview^.^^^^^ 
Discussions of interviewing always seem to end feebly. After all the 
advice and the admonitions, one is cautioned not to take it all too seri- 
ously. Each interview situation is different; consequently, “it all de- 
pends. . , ,” The variables can never be fully accounted for, and so even 
with the most experienced sociologist or psychotherapist, interviewing 
remains very much an art. It can never reduce neatly to a set of rules or 
formulae. 
It would be difficult to imagine oral history without the tape re- 
corder. The first interviews at Columbia, it is true, were done without 
benefit of machines, but surely oral history would not have developed 
into an international movement had it not been for the inexpensive, 
portable tape recorder. 
The presence of tape recorders at interviewing sessions has some- 
times been criticized. Truman Capote, for example, says that “they 
completely ruin the quality of the thing being felt or talked about. If 
you . . , tape what people say, it makes them feel inhibited and self- 
conscious. It makes them say what they think you expect them to say.”31 
For an oral history program, however, the alternatives to the tape 
recorder do not seem very practical. One possibility would be simply 
for the interviewer to take notes which would later be transcribed. This 
is the method preferred by many writers of contemporary history who 
share Capote’s distrust of the tape recorder. But is the notebook any 
less of a barrier to communication than an inconspicuously placed 
tape recorder? How natural is it to have a conversation with someone 
who writes down what you are saying? And how effectively can the 
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interviewer communicate-truly communicate-when he must concen- 
trate on getting down a complete, accurate record for posterity? The 
“information loss” caused by his omissions and inaccuracies hardly 
seems acceptable in what is intended, after all, as an important histori- 
cal document. The tape recorder may intimidate, but it does not make 
mistakes. 
Another possibility would be to hire a professional stenographer, but 
this would be an expense few programs could bear, and the presence of 
a third party would no doubt be more intimidating and distracting 
than a tape recorder. The third possibility would seem to be a possibil- 
ity only with Truman Capote, who taught himself to be his own tape 
recorder. For the writing of In Cold Blood he claims to have tran- 
scribed his interviews from memory with 97 percent accuracy.31 In any 
event, the tape recorder has become such a familiar fixture in the twenti- 
eth century that the next generation of interviewees, particularly the 
elite and the influential, will in all likelihood not give its presence a 
second thought. 
The tape recorder is just one of two essential pieces of equipment in 
an oral history program; the other is the typewriter. Over the years per- 
haps the major dispute in the field has very nearly come down to which 
machine should take precedence. That is, which has primacy, the tape 
or the transcript that is made from it? 
Anthropologists, linguists, psychologists, psychotherapists, and librar- 
ians have tended to argue that the tape is the primary document, that a 
significant information loss occurs when the tape is reduced to a verba- 
tim transcript. They would agree with Ben Jonson, who in “A Lan- 
guage in Oratory” said that “No glass renders a man’s form or likeness 
S O  true as his speech.” No transcript can capture the timbre of a man’s 
voice, his tone, his inflections, the intensity of his expression. These are 
as much his speech as are the words he utters, and for that likeness one 
must go directly to the tape. By the same token, of course, the tape 
recorder misses all of the nonverbal communication-the frown, the 
shrug, the arched eyebrow. Now that videotaping equipment is very 
nearly as portable and unobtrusive as the tape recorder, perhaps the 
time has come to discuss the possibilities of “visual history.” 
As much as the linguist or the psychotherapist might advocate the use 
of the tape rather than the transcript, it is the professional historian who 
has been the principal user of oral history interviews, and it is to him 
by and large that oral history programs have been directed. And it is 
the testimony of the people who run these programs that historians 
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have displayed an overwhelming lack of interest in the tapes. Colum- 
bia, for example, reports that calls for transcripts predominate over 
calls for tape by a ratio of 1000:L3?Historians have been trained in the 
use of written evidence, they are accustomed to it, and that is what 
they want. There is no denying, of course, that the transcript can be 
scanned far more easily for pertinent material than can a reel of tape, 
even when the tape is indexed by means of a digital counter. Some of 
the special projects at Columbia run to hundreds of hours of listening 
time, and in cases like these no one, historian or not, could be expected 
to forego the transcript. 
Because of this lack of interest on the part of historians (and partly 
for economic reasons too), the tapes have sometimes been erased and 
then used again for other interviews. This may be good ecology, but 
many consider it bad oral history and are shocked by it. The anguished 
cries fortunately have had their effect. Most importantly, Columbia has 
reversed its former policy and since 1964 has preserved all of its tapes. 
Of those programs reporting on this point in the new Directory, 162 
indicate that they now preserve the tapes in their entirety, eight keep 
just a sample segment, and only six confess to not keeping the tape at 
all. It should be noted, however, that in many programs the tapes are 
kept out of necessity; there is simply no money to have them tran- 
scribed. 
The oral history transcript is a peculiar document. In the major pro- 
grams, at least, it will usually not be a verbatim rendering of the tape but 
an edited, somewhat sanitized version of it. The result, then, is a docu- 
ment that is not quite oral and not quite written, but something of a 
hybrid. The first editing takes place with the typist, who will silently 
remove the “ers” and “uhs” and excessive “you knows,” delete the false 
starts, provide punctuation and paragraphing, and in general transform 
a rather amorphous conversation into a smooth-flowing narrative of 
questions and answers. The interviewer may then further edit the type- 
script, eliminating some repetitious material altogether, rearranging sec- 
tions so that topics are better grouped, and sometimes even polishing up 
a narrator’s speaking style. At  Berkeley, for example, it is believed that 
“the interviewer should untangle confusing sentences, cut out total irrel- 
evancies, put an afterthought story back where it belongs, supply par- 
enthetical information, and suggest additional topics.”33 
This doubly edited transcript is then sent to the interviewee, who has 
carte blanche to do with it as he pleases. Most people do not speak in 
finely turned paragraphs, and so oral authors almost universally are 
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startled to see how poorly they read in print. There is a tendency, 
therefore, for the oral author to turn his spoken document into some- 
thing more resembling a written document. Editing practices will vary 
from program to program and transcript to transcript, of course, but if 
this tendency is not resisted all along the line, there is a danger that the 
tape will be used simply as the rough draft for what becomes essen- 
tially a written document. 
There are those who insist that any editing is a corruption of the his- 
torical document, and some programs will do as little of it as possible. 
Advocates of the practice, however, argue that there are good practical 
reasons for the editing done at every stage. That done by the transcrib- 
er and the interviewer makes the transcript easier and more conve- 
nient for the historian to use, but more important than that it seems to 
induce some degree of acceptance on the part of the interviewee. If 
this editing were not done, it is claimed, he would be so horrified by 
what he reads that he would either make wholesale revisions in the 
transcript himself or simply refuse to permit its release. This prelimi- 
nary editing is thus seen as a kind of inoculation; while there may be 
some unfortunate side effects, the crippling disease is warded off. In 
any case, the interviewee must always have final editing rights, for 
without a second chance at everything he says he surely would be more 
guarded and circumspect during the interview. A second look will also, 
of course, give him an opportunity to make corrections and additions to 
the transcript, although in general he will be urged not to tamper with 
his speaking style, however unliterary it may be. 
At the national colloquia some discussion has been given to the ad- 
visability of appending to the transcript certain descriptive and evalua- 
tive material prepared by the interviewer. The descriptive material 
would indicate why the person was interviewed, when and where the 
interview was conducted, whether a third party was present, and per- 
haps even include a brief biography of the interviewer and a bibliogra- 
phy of sources he consulted in preparation for the interview. These are 
noncontroversial practices, and many of them have already been 
widely adopted. 
The real question arises with the evaluative comments. Would it be 
helpful to the future historian if the interviewer were to indicate what 
state of mind the interviewee was in, whether he was comfortable or 
nervous, candid or evasive, cooperative or recalcitrant, alert or senile, 
drunk or sober? Many program directors have thought that indeed it 
would, but most have held back because of the ethics involved. Pre- 
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sumably every interviewee has the right of final approval of the tran- 
script, and appending a critical evaluation without his approval or 
without his knowledge would seem clearly to violate the spirit, if not 
the letter, of any agreement that had been made. At Berkeley, each 
transcript is provided with an introduction in which some evaluation is 
made of the manner in which the interviewee responded to questions. 
This is a public document, however, always carefully written in a posi- 
tive manner, and shown to-and approved by-the interviewee. Another 
major program admits to binding together “Interviewer Comments” 
which are available to any researcher who asks for them. “However,“ 
the director of the program says, “we don’t advertise that we have 
them.”34 In particular, one supposes, to the persons who have been in- 
terviewed. 
Beyond the ethics involved, the practice of appending evaluative 
comments by the interviewer is questionable on other grounds. One of 
the fundamental tasks of the historian is to evaluate and judge docu- 
mentary evidence. In the case of an oral history transcript he has the 
whole of the exchange between interviewer and interviewee. The histo- 
rian should thus be able to determine from the document itself whether 
the interviewee was being evasive or not. Perhaps he was being evasive 
because he found the interviewer obnoxious-in which case the inter- 
viewer is certainly not the best person to make the evaluation. 
As it is with other archival material, accessibility-both physical and 
bibliographical-to oral history interviews is a vexing problem. The oral 
author may impose any restrictions on the use of his interview that he 
deems appropriate, and so many interviews are put under seal, either 
in whole or in part, for a specified number of years, frequently until the 
“author’s” death. He may also insist on retaining publication rights or 
requiring that his persmission be obtained before material from his in- 
terview is quoted for publication. For interviews that are “open,” physi- 
cal access can usually be had only by presenting oneself in person at the 
oral history office. There are encouraging signs, however, that more lib- 
eral policies are developing. Twelve programs report to the new Direc-
tory that they make transcripts available on interlibrary loan, and cer- 
tain other programs will provide, at the requester’s expense, photoco- 
pies of unrestricted transcripts. 
Bibliographic access to oral history interviews is for the most part 
rudimentary and scattered. Of the 203 programs listed in the Directory, 
only 79 indicate that any sort of in-house indexing has been done, vir- 
tually all of it biographical. The massive collections at Columbia, for 
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example, which total nearly 350,000 pages of transcript, can be ap-
proached only through a name index, One of the great barriers to the use 
of oral history interviews is the almost total lack of subject or topical in-
dexing. Because of the great complexity and expense of such indexing, 
and because of the increased rate at which interviewing is being done, 
the situation is not likely to improve for many years to come. There are 
those in oral history who look wistfully to the computer, expecting that 
somehow it will bring forth a miracle, but its record of bibliographic 
miracles to date does not give much encouragement. 
Another problem with the relatively few oral history indexes which 
have been developed, as with indexes to manuscript collections, is that 
usually they exist in a single copy and so are available only for local 
use. The scholar must first determine-somehow-which oral history 
programs are likely to have materials that would be of use to him. A 
few of the programs-Columbia, Claremont, and Nevada, for example 
-have issued small printed catalogs which describe (but  do not index) 
their collections. The most useful finding tool at present is the Oral 
History in the United States: A Directory, discussed above. For some 
203 programs it indicates major purpose, principal topics of interest, 
number and kinds of people who have been interviewed, and “memoirs 
deserving special mention.” Since there is an index to the names and 
topics thus mentioned, it should be the starting point for any search for 
oral history interviews. If a searcher suspects that a particular program 
might have material of interest, he or she can then write to the pro- 
gram office for more detailed information. 
An important recent development in improved physical and biblio- 
graphic access to oral history interviews is the New York Times Oral 
History Collection on Microfiche. Starting with some 200 oral memoirs 
(representing 55,000 pages of transcript) from the Oral History Re- 
search Office at Columbia, this ongoing series has already made com- 
mitments with other oral history programs around the country to pub- 
lish on microfiche selected portions of their collections. The publishers 
indicate their intention to issue a multiple-access index by the end of 
1972. That is good news indeed, for it will provide for the first time an 
in-depth subject approach to oral history interviews on a multi-pro- 
gram basis. Not such good news is the tentative price of the index: 
$475. 
Mention has already been made of the similarity in the bibliographi- 
cal problems as presented by oral history interviews and manuscript col- 
lections. Reports for oral history interviews werc included for the first 
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time in the 1970 volume of the National Union Cutalog of Manuscript 
Collections. Of necessity, however, only collections may be reported. 
Since a minimum of ten separate interviews must be included in a sin- 
gle report, these will usually cluster around a single theme, topic, or 
person. Those programs which have emphasized autobiographical 
memoirs rather than special projects will probably not be well repre- 
sented. 
One final bibliographic effort very much worthy of mention is the 
California Bibliographic Center for OTal History, established in 1970 as 
an additional service of the California Union Catalog housed in the 
State Library in Sacramento. Libraries, museums, and historical soci- 
eties from around the state are invited to report their oral history inter- 
views, each on a standard form. The staff of the State Library assigns 
Library of Congress subject headings. By late 1971, twenty-nine orga- 
nizations, nineteen libraries, and ten historical societies had submitted 
reports,35a rather considerable achievement inasmuch as only twenty- 
four oral history programs from California are listed in the Directory. 
Assessment of the value of any scholarly activity is difficult; it is par-
ticularly so with oral history because the final results in many cases will 
not be known until the next century. Still, the value of oral history has 
been questioned. Doubts have been expressed in particular about the 
accuracy and “objective validity” of the oral history memoiraS6 I t  is ob- 
vious to all that, human nature being what it is, the memoirist will 
present himself in the best possible light, that he will twist and shape 
things to suit his own self-image, that he will magnify his own impor- 
tance in the sweep of human events. Walter Lord, commenting on the 
interviews he did for his book on the sinking of the “Titanic,” says: “I 
sometimes feel that I’ve never talked to a lady who escaped from the 
ship who didn’t insist that she was in the very last lifeboat. They just 
haven’t built the lifeboat that can hold all these ladies.”37 So it is a 
question of what kind of truth emerges from an oral history interview. 
I t  is a question, though, that applies to all autobiographical accounts 
which are intended for public dissemination, not only those produced 
orally. It is always caueat emptor for the historian. He must apply the 
same tests of evidence to an oral history memoir as he does to the writ- 
ten memoirs of a Casanova, a Rousseau, a St. Augustine, or a Lyndon 
B. Johnson. The temptations to distorting and self-serving are as great 
in print as they are on tape. Sean O’Faolain has said that the literary 
memorist worries “only how far he dare play about with the facts, dis- 
tort, dramatize, rearrange, emphasize, enlarge, underwrite, select, even 
JULY, 1972 771 
N O R M A N  HOYLE 
suppress them, in search of his own imagination of himself.”s8 At least 
in oral history there is the possibility that a good interviewer can keep 
the memoirist more or less in line; in any event, the memoirist’s reac- 
tions to the questions that are put to him should provide the historian 
with abundant clues to his veracity that would be lacking in a written 
account. 
As compared to written memoirs, oral history memoirs are likely to 
be rambling, poorly organized, and difficult to use. They are also likely 
to be done pretty much off the top of the memoirist’s head, without 
benefit of long reflection or the extensive checking of documents. This 
means that factual inaccuracies will likely be more numerous, chronol- 
ogy will be reversed, names and events will be confused; the human 
memory is an imperfect instrument. But does this mean that the writ-
ten memoir is more “truthful”? Again, an interviewer who has estab- 
lished good rapport with a memoirist may bring more of the truth from 
him than he would have dared commit to paper. What is lost by a lack 
of reflection may be more than made up by a gain in spontaneity. The 
very casualness and naturalness of the conversational setting may en- 
courage the memoirist to be far more candid than he would ever be in 
his writings. John Kenneth Galbraith, in refuting those critics who 
said that nothing new was to be found in Lyndon B. Johnson’s The 
I’antage Point, remarks: “It is not so. New to all of us who have known, 
listened to and (more often than not) rejoiced in L.B.J.’s polemical 
skills over the years is the soft-spoken kindness of the volume. He  is 
simply not sore at anyone; he treats everyone (almost everyone) with a 
kind of avuncular magnanimity which is almost without parallel in 
political memoirs and totally without precedent in his own past prac- 
tice. Only the most careful reader will get a whiff of the vintage John- 
Can anyone imagine a series of oral history interviews with the for- 
mer President producing so little of the “vintage Johnson”? Even with 
the researchers and the mass of documents and the editorial assistance 
he had at his disposal, can anyone be very confident that The Vantage 
Point is more truthful or more informative than a series of oral history 
interviews would have been? 
When the comparison is made not to the written memoir but to other 
forms of documentary evidence, the value of oral history is more ques- 
tionable. One cautious advocate has said that oral history “cannot rank 
with an authentic diary, with a contemporary stock report, or with an 
eyewitness account transcribed on the day of the event. But it is proba- 
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bly to be ranked above contemporary hearsay evidence.”40 Faint praise, 
perhaps, but the fact remains that even its strongest advocates have not 
established very clearly what kinds of information oral history is best at 
supplying and the ways in which this information can be used by the 
historian. Frequently it is asserted that oral history is most helpful in 
providing the picturesque detail, the interesting anecdote that will add 
a piquant touch to the historian’s narrative. But surely so large an inter- 
prise as oral history has now become cannot be justified on this ground 
alone. Other uses of oral history have been suggested, and a sampling of 
these follows : 
Oral history is worth doing, The value to the researcher is not usually 
in the detailed new knowledge he will obtain but rather in having some 
of the intangibles of a past era revealed. Interviews are particularly useful 
in getting at “emphasis” and “atmo~phere.”~~ 
Insights into a man’s character, explanations of his behavior, opinions 
about him based on close association, this is the essence of oral history. 
Not the proven fact, but the informed guess is its finest product. Oral 
history will seldom furnish the last word on any subject; it will, however, 
often produce the first.42 
What oral history memoirs can provide are clues as to why or how 
something happened, motivations of the prime actors, who talked to 
whom informally and what the gist of their verbal agreements was. They 
can flesh out the bare bones of official documents and minutes of meetings, 
much as the private letters and diaries of notables did in bygone ages 
when personal writing was in vogue.43 
What we got specifically is pretty much what others have already 
discovered-much on the why and the how, particularly on making deci- 
sions or non-decisions. The feelings and attitudes and thinking, the char- 
acter and psychology of the individuals interviewed, what they thought 
of others, of facts and events, what they thought of themselves. The 
interviews revealed crucial linkages and interactions, the intangibles among 
economic, political, social and, particularly, personal relationships, They 
pointed up the relative importance of various issues.44 
A certain softness is to be noted in the rhetoric here: emphasis, atmo- 
sphere, insights, informed guesses, clues, motivations, gists, feelings, in- 
tangibles. While the critics of oral history call for tests of its accuracy 
and objective validity, many of its proponents argue that what oral his- 
tory does best is something more subtle and less tangible than anything 
its critics may have in mind to test. In any case, after the thousands of 
interviews that have been done and the hundreds of thousands of 
pages of transcript that have been produced, it is still far from certain 
what it is that oral history does best and to what ends it can most effec- 
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tively be employed. What kinds of gaps in the historical record should 
it seek to fill? What kinds should it not seek to fill? Should it be em- 
ployed only when the written record is sadly lacking? Or can the writ- 
ten record almost always be usefully supplemented by an oral ac-
count? What does oral history give best: facts, atmosphere, clues, in- 
sights, sequence of events, causality? How many and what kinds of in-
terviewees should be selected? Should the emphasis be placed upon 
the “great man” or the “typical man”? How in fact do historians make 
use of oral history interviews? Do they quote from them, do they cite 
them in their footnotes? Do they use them as guides, as background 
material, as corroborative evidence? 
These are not easy questions, certainly, but they are not new ques- 
tions, either. As a field, oral history has been so preoccupied with tech- 
niques and procedures that such questions have largely gone unan- 
swered. Practitioners of oral history may have formed some impressions 
and made some educated guesses, but almost no research has been 
done on the field of oral history itself. Content analyses have not been 
performed on oral history interviews; hardly any tests have been un- 
dertaken to determine the accuracy or reliability of the information ob- 
tained from them vis-a-vis that obtained from other sources;45 broad 
scale studies have not been made of their actual and potential uses. 
Nor has there been any real attempt to supply the field with a theoreti- 
cal base, to tackle the tough conceptual problems, to focus on ends 
rather than means. Thus far oral history programs seem to have ac- 
cepted pretty much on faith that what they are doing will be useful to 
someone, in some way, at some time in the future. 
Oral history is fast approaching the end of its first quarter century. If 
it is to achieve maturity as a scholarly field in the next twenty-five years, 
its measure of achievement will not be the number of hours of tape 
that have been recorded. That will take care of itself. Achievement will 
be measured more in terms of the quality of what has been recorded 
and its usefulness to scholars, This assumes, of course, that by then 
measures of quality and usefulness will have been developed and 
widely applied and that they show conclusively that oral history has 
been worth the very great effort expended in its behalf. 
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LIBRARY TRENDS 
Preservation and Restoration of 
Authenticity in Sound Recordings 
W A L T E R  L .  W E L C H  
THISREVIEW of the state of the art of preserva- 
tion and restoration of authenticity in sound recordings is based on 
research conducted at  the Syracuse University Audio Archives, and 
Thomas Aha  Edison Foundation Re-Recording Laboratory. The 
archives and the laboratory are part of the resources of Syracuse Uni- 
versity Libraries. The laboratory is concerned with historic truth in the 
representation of audio materials to students and researchers, a func- 
tion entirely consistent with a university library’s interest in guiding its 
users to the best sources of information. 
The laboratory is interested not only in the preservation and restora- 
tion of authenticity in historical material, but also in problems concern- 
ing the extent to which current sound recordings truthfully represent 
the world of sound, and the extent to which modern artifacts will sur- 
vive the vicissitudes of time and use, This article will discuss both his- 
torical problems against the background of the development of pho- 
nography and certain aspects of the current use of audio technology. 
The spoken word conveys its own unique version of truth: it expresses 
emotion, meaning and emphasis which cannot be reproduced with com- 
plete accuracy in any graphic medium, Until the invention of the pho- 
nograph, speech-the simplest, most efficient, and by far the fastest 
means of communication ever devised by man-was evanescent, depen- 
dent on the memory of the listener. Music without words, except for 
certain formal features involving the intellect, is almost pure emotion. 
Therefore, the timbre of the spoken voice, the singing voice, and the 
subtle intonations of musical instruments are of great importance. 
Therefore, the authentication of sound depends on its reproduction 
free of disturbing or diluting effects produced by ambient conditions 
Walter L. Welch is Curator and Director, Syracuse University Audio Archives, and 
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in the recording or reproducing environment. Moreover, the recording 
process should be precisely inverse to the reproducing process, the 
level of sound reproduced should not be greater than that produced by 
the original voices andl or instruments. 
Many sophisticated sound-measuring instruments have been devised, 
but so far they have been applied only to the testing of components of 
modern electronic devices; they have not been used to provide overall 
evaluations of record-reproduce systems to establish inverse relation- 
ships so sorely needed today. Conceding the usefulness of sound mea- 
suring devices, none has yet been developed which surpasses the acuity 
and discriminatory capability of the ear. This was demonstrated some 
time ago when, with the use of highly sophisticated sound measuring 
devices, it was proclaimed (erroneously) that a modern violin made of 
aluminum duplicated the tone of a Stradivarius. The ear has the capac- 
ity to distinguish the tone of one Stradivarius from another; the world’s 
great violinists still prefer the tone of these instruments made so long 
ago by the craftsmen of Cremona which have fortunately, along with 
other great musical instruments, survived into the present. But what 
has been the fate-since the rise of phonography-of the recorded per- 
formances of these instruments? How well have they survived? 
Preservation for posterity has been a goal since the earliest days of 
phonography. Unfortunately, as with the goal expressed so enthusiasti-
cally in advertising the Edison gold-molded cylinders, “As Loud and 
Clear as the Original,” these high ideals have not been followed to satis- 
factory conclusions. Working with museums and libraries, one is con- 
stantly reminded of the tremendous gap between early aspirations 
and extent of fulfillment, at least as far as historical truth and educa- 
tional usefulness are concerned. 
Librarians know how much research and scholarship depend on pres- 
ervation of primary sources which store and transmit information 
through the visual media of print and the written word. For audio in- 
formation, in whatever form, the primary sources are not the record- 
ings alone, but also the mechanisms used to record and reproduce 
them. What is or has been written about them is at least secondary. 
At the laboratory, work is being done with artifacts of the recording 
industry: the records, and the instruments designed to record and re- 
produce them. Neither sufficient time nor money has been available to 
research the considerable literature which exists-principally theses, 
papers in the technical journals, and articles intended for the layman in 
the more popular periodicals-but this research should be done. The 
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difficulty is that these sources are secondary and, in all cases, compe- 
tent research requires access to the primary sources, the artifacts. 
Work in the laboratory has been largely empirical. However, there 
has been some work done with scientists interested in this field. The 
initial effort has been to direct attention to the marvelous technology 
which has been developed by various laboratory’s inventors, who have 
worked in the interests of the conservation of recorded history, as well as 
of the shareholders in various commercial enterprises. 
What is the state of the art of sound recording? How well have the 
sound recording industries served history and education in the past. 
How well do the diversified and sophisticated audio devices serve the 
causes of historic truth today? These questions require answers before 
one can realistically choose the record-reproduce systems appropriate 
for educational needs today. Furthermore, libraries cannot afford to 
squander their limited financial resources; the conservation of all their 
resources, including audio and visual materials, must receive high pri- 
ority. How well does the recording industry serve this need? The an- 
swer is: Not very well. Those libraries desiring to maintain the high 
frequency fidelity of long-playing or stereo discs find it necessary to 
copy them onto high quality reel-to-reel tape if they wish to insure 
availability to scholars and historians of the future. 
The Thomas Aha  Edison Foundation Re-Recording Laboratory has 
been engaged primarily in finding ways to re-record obsolete cylinders 
and discs to quality standards for reproduction through modern media. 
However, the rapidly growing number of forms in which recordings 
are offered to the public, and the lack of overall criteria of tonal fidelity 
in modern sound systems present a grave problem. The record indus- 
try, through its advertising media, would have everyone believe that it 
is at the summit of true high fidelity in the reproduction of sound, but 
this simply does not bear analysis. 
In research libraries, silence is an essential requisite to thoughtful 
study. Thus many libraries provide stereo headsets for listening. It 
would be a great aid to the understanding of the spoken word and mu- 
sic to hear recordings with the two ears as nature designed them to be 
used-with a slightly different sound pattern received by each ear via 
lightweight earphones which do not disturb anyone else. A successful 
library listening room, using only cylinder records and eartube listening 
apparatus, existed in Paris at the turn of the century. The recordings 
were monophonic, and any difference in the sound pattern delivered to 
each ear was coincidental, not intentional. Sound recordings with ear- 
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phones operate no more scientifically accurately today. For the most 
part, records presently available are stereophonic-recorded with the 
principal microphones widely spaced to create an illusion of reality when 
the sound is reproduced through speakers spaced six to eight feet apart. 
What is heard via headsets is often clearly false (although often sur- 
prisingly agreeable); however, in most instances when a stereo disc is 
used, it is inaccurate and deceptive. 
As in the visual phenomenon of stereoscopy which makes use of the 
natural duality of human vision, stereophony pertains to the natural 
duality of human hearing. Most contemporary earphone listening sys- 
tems are essentially binaural-a differing signal is delivered to each ear. 
However, to deliver the truth about a given performance, ideally two 
microphones would be spaced only six inches apart, separated by a di- 
vider and oriented to collect sound as do the human ears. Only two 
microphones and two channels should be employed in the entire pro- 
cess. Many, if not most, stereo discs and tapes are recorded from six- 
teen-channel tape recorders, and the engineers and tape editors-not 
the composer, and seldom the conductor-determine what the eventual 
mix for a stereo disc or tape will be. 
Stereo is an illusion, but there is no need for it to be a misleading 
one, which it has generally become. The quality of sound currently 
given the public is often larger and more glorious than ever could be 
obtained under the best acoustical conditions for a live performance. Per- 
formers who try to compete with recordings have the unattainable goals 
of perfection which never would be possible but for the genius of 
clever tape editors who make one performance of many. Sound technol- 
ogy is moving into quadrasonics in discs, and multi-channel reproduc- 
tion in stereo which will be, indeed, the never-never land. How schol-
ars of the future will be able to disengage the voice of a great singer 
from the welter of sounds collected by sixteen microphones, mixed and 
saturated with untold reflection patterns, is unkown. 
Great art deserves better. The ironic aspect is that the equipment to 
record and reproduce binaural sound accurately for tapes or discs is com-
paratively inexpensive, so that music and drama schools and libraries 
can make authentic sound available. In fact, a new market for such re- 
cordings would be at  hand-the schools of fine arts and music educa- 
tion and, eventuall~7, a truly discriminating public. If only two of the 
sixteen channels on the master recording tapes were recorded accu- 
rately as a control, and for future binaural interpretation, there would 
be a valuable criterion for verification of the future work of engineers. 
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This method would be analogous to the present desire and ability to 
search out the truth in the early cylinder recordings by means of stetho- 
scopic phenomena, used for quality in the original studios. 
Early inventors of phonographic devices recognized the need for 
definite reproducing mechanisms for which to design records and by 
which to judge their quality. The principal device for judging the qual- 
ity of musical cylinders from 1887 to 1929 was a mechanism for repro- 
ducing cylinders, equipped with eartubes designed specifically for pho- 
nograph listening. Although it is possible to listen to early monophonic 
cylinders with complete assurance as to their truthful rendition (with 
due respect to their date of origin and present condition), better under- 
standing and appreciation can be provided by a slightly different quality 
of sound for each ear. This improvement in auditory discrimination was 
offered by the Ediphone, the Edison cylinder business phonograph; a 
patent was then obtained on a method of improving auditory dis- 
crimination by a slight change in the phase of sound delivered to one 
ear from the transcribing machine. 
Although highly sophisticated electronic devices have been added at 
times to the original disc and cup types of purely acoustical stetho- 
scopes, the most prevalent method of auscultation in scientific medical 
diagnosis uses the acoustical stethoscope virtually unchanged since its 
invention in 1819. Edison adapted the stethoscope concept for evaluat- 
ing phonographic recording even before introduction of his first com- 
mercial phonograph in 1888. The frequency range required for musical 
or voice sound recording differs from that required for analysis of the 
heart or other internal sounds, which accounts for the differences in 
tubing and earpieces used in early phonography. 
The early wax cyclinders were really quite smooth and had consider- 
able fidelity when heard through stethoscopic eartubes. The principal 
distortions usually associated with early recordings were generally the 
result of rapid wear or false resonances in reproducing horns, rather 
than in the way the records were cut. This in no way denies the tre-
mendous improvements in techniques, but rather indicates the loss of 
idealisms in current approaches to sound recording. 
That Edison understood acoustics, despite his deafness, is demon- 
strated not only by his invention of the phonograph in 1877, but also 
by a remarkable invention in the next year.l Edison’s Megaphone dem- 
onstrated that for maximum discrimination each ear needs a separate 
and different collection of sounds; thus the first and perhaps the only 
accurate truly stereophonic listening device was produced. 
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If one channel of contemporary recorded sound may be considered 
the criterion of absolute fidelity, then the second may be used to sup-
plement it by legitimate enhancement or variation. This will serve 
both the cause of historic accuracy and the cause of maximum commu- 
nication and enjoyment. Contrast this with the impossibility of reducing 
sixteen channels of microphonic information (laden with many incom- 
patible reflection and phase patterns) to two discreet channels of infor- 
mation which can be related to what one hears in the studio. 
Several other problems arise from the uncontrolled electronic manip- 
ulation and amplification of sound. One problem is the misrepresenta- 
tion of a weak voice as a strong one; but more grievous is the temptation 
to listen to reproduced music at levels far above those germane to the 
type of performance in question. Another problem is the use of headset 
equipment, either accidentally or purposely, to deliver levels of sound 
that may damage hearing-a problem which rightfully should concern 
libraries which use such equipment. 
A great advantage of the direct acoustical recording process was its 
comparative immutability. A tenor who had a strong voice produced a 
comparable sound; one with a slight voice could not. It would have 
been impossible to present Mario Lanza as “The Great Caruso” in the 
acoustical recording era. A better acoustical perspective is possible on 
the relative vocal qualities of opera and concert artists who were re- 
corded from 1902 to 1926 than those recorded since. 
Eldridge R. Johnson was an engineer who showed his genius in 
business after being confronted with the problems of Emile Berliner 
and his crude gramophone. Johnson solved the basic problems of the 
gramophone, and adapted it to the innovation Edison had applied to 
cylinders-the solid wax blank for recording. Johnson also had the vision 
to see that recording the world’s great solo artists exclusively and ad- 
vertising regularly their Victor Records nationally, would open a po- 
tentially vast market for his improved shellac discs. Regardless of 
imperfections, time has proven that the performances of the eventually 
great galaxy of Victor artists were quite faithfully recorded, though 
inadequately reproduced by the Victrolas. 
In less than a decade after the formation of the Victor Talking 
Machine Co. in 1901, Eldridge R. Johnson had proved how right he 
was-even to Edison. The latter finally acceded to the pleas of his 
business associates to produce a disc phonograph. Edison took charge 
of research, but determined that “The New Edison” must reproduce 
more faithfully than the Victor instruments. 
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From 1914 to 1927 the success of Edison’s disc phonograph was dem- 
onstrated by an amazing series of public tests. Starting with a recital a t  
Carnegie Hall in 1914, and later in numerous theaters and auditoria, 
artists recording for Edison played or sang, and then reproductions of 
their performances were played on an oficial laboratory model disc 
phonograph. In  a number of these concerts the artist would be singing 
when the lights went out; suddenly, the lights would come on and a 
gasp would be heard, for the singer had left the stage and only the disc 
was playing. 
The Edison standard laboratory model was sold by the thousands to 
the public. Records used in the artistldisc comparisons were not spe- 
cially processed, but were the same ones as those in stock at the local 
Edison dealers. The criteria developed from the tone-tested Edison 
discs are used not only in the re-recording of the Edison discs, but, 
since many of the Edison artists also recorded for other companies, it is 
possible to correct the reproduction of these records. It has also been 
possible to extend use of the tone-test criteria back in time. For exam- 
ple, the reproduction of Edison cylinders before 1914, by the best cyl- 
inder-reproducing phonographs made at the time of recording or later, 
does not compare with the laboratory model disc reproduction of the 
same singer or instrumentalist, but can be adjusted to that quality in 
the re-recording process. ‘IJsing other Edison criteria, the correct tim- 
bre of voice or instrument from such cylinder recordings as far back as 
1902, making proper allowances for changes in age of vocal artist, etc., 
has been obtained in re-recording. 
Unfortunately, the earliest recordings were on tinfoil sheets, once 
removed they were almost impossible to replace. Bernhardt recorded 
on them at the Edison Laboratory and a piece of foil in the Smithsonian 
Institution allegedly contains the voice of Kaiser N7ilhelm. If such sheets 
exist undamaged, it may be possible to re-record them with techniques 
now available. 
Commercial sound recording may be said to have begun in 1888with 
the production of the white wax cylinder blanks for the improved Edi- 
son phonograph. Edison entrusted the first of these to his London rep- 
resentative, George E. Gouraud, who took them to England where he 
recorded the voices of several important Britons such as Prime Minister 
William Gladstone, poets Alfred Lord Tennyson and Robert Browning, 
and Florence Nightingale. The original “phonograms,” as Edison called 
them, had a square bottom groove which produced some tracking diffi- 
culties, even though the reproducer was fed across the cylinder by a me- 
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chanical feed screw. In 1890 the shape of the groove was changed to a 
shallow groove, semicircular in cross section, but still one hundred 
grooves per inch. The composition of the records was changed, and cyl- 
inders of this type were made in colors from ivory to dark brown. They 
were called “originals” because the principal manufacturers did not 
have a commercial process for molding pre-recorded cylinders until 
1902, and therefore, each cylinder was made as an original. 
In 1900 the National Phonograph Company, owned by Edison, pub- 
lished The Phonograph and How to Use I t . 2 On the basis of this book 
trying to re-record on the early cylinders is warned against even if the 
cylinder is successfully shaved. The evaporation of volatile oils, or 
oxidation of minor unsaturated material components has caused them 
to harden and become unsuitable for r e~ord ing .~  Most of the many 
thousands of fragile wax-type cylinders (white, ivory or light to dark 
brown) have been damaged by fungus. Examination of unplayed Co- 
lumbia cylinders in their original cartons revealed that fungus spores 
first began growing where packers’ fingerprints are found. Damp- 
ness is the greatest destroyer of wax-formula records, whether this 
type or the molded dark brown or black records produced by Edison, 
Columbia and other companies from 1902 to 1912. 
The greatest service that can be performed in a belated effort to save 
the earliest sound recordings for posterity is to recommend that all ar- 
chivists and librarians store such recordings in an absolutely dry envi- 
ronment. Experience has shown that air-conditioned, humidified stor- 
age is disastrous for Edison Diamond Disc records. At the Edison Na- 
tional Historical Site in West Orange, New Jersey, the problem was not 
with fungus, but with the gradual penetration of moisture into the 
cores, which were made of highly compressed wood flour, phenol gum 
and denatured alcohol, in about equal parts, with a small quantity of 
carbon black. The recorded surfaces were pressed or “printed,” as the 
process is called, into a thin surface of condensite varnish-very 
smooth and hard. However, moisture apparently disrupts the smooth- 
ness of the core’s surfaces and makes them noisy. From 19115 to 1920, 
Edison surfaces in the stores were often very noisy. Around 1921, a new 
process was introduced, with white labels, with inherently smoother 
surfaces. However, after long storage in an air-conditioned vault, these 
records also become noisy although never played. 
Original-type ivory to brown wax records were also made from 1898 
by Columbia, Edison, and one or two others in the grand or concert 
size records that were five inches in diameter. When found in smooth 
LIBRARY TRENDSh o 1  
Preservation and Restoration of Authenticity 
condition, free of fungus, these will deliver the best sound available 
prior to the molded cylinders. 
All cylinders should be stored on their ends. Wax-type cylinders may 
be stored in boxes with cardboard tubes inserted in the bottom, much 
like those used in the early days. These permit free flow of air around 
the cylinders, with nothing in contact with the recorded surface. Cotton 
fleece-lined cartons which are dry and clean are good, but the atmo- 
sphere must be dry. As noted, these will deteriorate in an air-condi- 
tioned, humidified environment. While totally dry air is not best for the 
original cardboard containers, the important information is on the wax 
cylinders, and they should be stored at a relative humidity of 10 per- 
cent or less. It is best also, not to store the wax-type cylinders in sliding 
drawers, because they are susceptible to breakage by shock. 
It is best to handle and clean cylinders only when they are at room 
temperature. They should be touched only on the ends or by putting 
the fingers inside. Since they become increasingly brittle over the years 
by evaporation of volatile oils or oxidation of minor unsaturated com- 
ponents, internal stresses have often built up and they will break just 
from the heat of the fingers, especially if they are cold. Gloves may help. 
The last wax-type cylinders to be manufactured were the 200 
grooves per inch Edison Amberol cylinders made from 1908 to 1912. 
These were extemely brittle from hardening ingredients added to the 
formula to facilitate their ability to withstand the increased unit pres- 
sure of a smaller sapphire stylus. These were succeeded by the Blue 
Amberol cylinders which were very durable and with which they 
should not be confused. 
Many opera, musical comedy and vaudeville artists were recorded 
on the wax four-minute Amberols, including Lucrezia Bori, Maria Gal- 
vany, Leo Slezak, Alessandro Bonci, Sophie Tucker, and Sarah Bern- 
hardt, who recorded excerpts of her most famous roles, none of the lat- 
ter was ever transferred to the beautifully smooth, brilliant and durable 
Blue AmberoL4 All of the molds of the Edison cylinders were literally 
shovelled from the vault at West Orange, New Jersey, some time after 
the death of Edison in 1931. As it had been Edison’s lifelong policy not 
to abandon earlier customers when introducing either new instruments 
or new types of records, Thomas A. Edison, Inc., produced the Blue 
Amberol cylinders up until the end. In  1929, when production of musi- 
cal records was discontinued by Edison himself, the company was pro- 
ducing the Diamond Discs and also laterally recorded discs, which Ed-
ison had reluctantly permitted his associates to produce. 
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Edison had been experimenting with celluloid for molding records 
prior to 1900, and had received a number of patents for various pro- 
cesses. However, a man by the name of Lambert was granted a patent 
in 1900 for a method which was first used for commerical production of 
molded cylinders. The Lambert records were made to fit the Edison 
mandrel of 1888, which had also been adopted by others, including Co-
lumbia. Therefore, it would have been most useful if it had been li-
censed to the larger producers, but in this country it was not. In En- 
gland, Lambert records were issued by Edison-Bell, which also issued 
records of the same type. Lambert molded records were also made in 
England in the five-inch diameter size. 
Lambert records were followed in the United States by Indestructi-
ble Records, of Albany, New York, under the Lambert and other pa- 
tents. This record was produced with a stiffened cardboard insert with 
metal rings at each end inside the celluloid. Originally the Lambert 
records were a beautiful pink, later brown, and finally black when 
black became the color of molded wax cylinders. 
Celluloid cylinders of all types were not susceptible to fungus, but 
the cardboard inserts of the Indestructible cylinders, and the plaster of 
paris linings of the Blue (and later Purple) Amberols, were often 
swollen and the records distorted from exposure to excessive damp- 
ness. The metal rings would also rust. The inside surfaces were pro- 
tected by an asphaltic coating as were the edges of the Diamond Disc 
records. However, if humidified, air-conditioned storage, moisture will 
eventually penetrate almost any seal on the cylinders or laminated discs. 
If the cores of the Blue or Purple Amerbols have not disintegrated, 
and the records are not ruined, they can be reamed out when dry by 
using an old mandrel with a handle attached at the shaft end, with 
medium coarse emory cloth wrapped smoothly around or glued to it. 
Care should be taken to remove only as much as necessary. By trying 
the record on a mandrel one can observe whether the surface is truly 
cylindrical and the core properly centered, so one may correct any ec- 
centricity before it is too late. 
John J. Thomas, engineering consultant for Syracuse University Au- 
dio Archives, constructed a precision lathe for doing this work which 
forces the exterior surface of the celluloid cylinder into the proper cy- 
lindrical shape; the cutting tool then removes exactly the right amount 
of material for a perfect fit. Unplayable Edison celluloid cylinders, or 
some which have pronounced bumps with every revolution, have been 
corrected by the Thomas lathe. 
Cylinder records originally had information slips inside to identify 
L E R A R Y  TRENDSE921 
Presercation and Restoration of Authenticity 
what was on them. This practice was continued by Edison until about 
1904. All cylinders were difficult to store and locate, and it was incon- 
venient to read the abbreviations of titles and artists around the rim, 
even after such labeling became universal. 
It is important to note that Pathe in France was originally licensed 
by Edison and, prior to the introduction of molded records, had made 
many of the original-type cylinders in both standard and concert size. 
After molding was introduced, Pathe cylinders were made in three 
standard sizes: 1Kinch diameter, 5-inch diameter, and an intermediate 
size called the salon. The latter were very thin and fragile, yet many of 
the foremost Pathe artists were recorded on them. In the 1900s there 
were no less than a dozen companies making wax-type molded cylin- 
ders in France and England. Pathe had recording studios in a number 
of places, and Edison had a special series of recordings made in En- 
gland, Germany, France and Italy by indigenous artists, many of im- 
portance. Lieutenant Bettini, who had recorded opera artists in his 
Fifth Avenue studio in New York prior to 1900, also produced molded 
cylinders in Paris, and recorded the voice of Pope Leo XI11 in the Vati- 
can. 
Cleaning of wax-type records is tricky. It is recommended that one 
use a quantity of pieces of cotton velvet or velveteen about twelve to 
eighteen inches square. If a mandrel is removed from an old cylinder 
machine, a handle can be affixed to the feed shaft end to avoid warm- 
ing the inside of the cylinder with the fingers. The cylinder should 
touch the mandrel all around at both ends and force should be avoided 
in putting it on. It is necessary to hold the handle so the record cannot 
slip off. A piece of velvet can be used gently to wipe off superficial dust 
or dirt, shaking the velvet frequently. Always use the same piece of 
velvet for this first step. Take another piece of clean velvet to wipe the 
grooves free of loose dust or dirt to uncover the fungus, if any exists; 
polish the record and remove dirt with the proper cloth for each step. 
The next step is to apply a cleaner; Micro-Pel is rec~mmended.~ If 
the records are the four-minute wax Edison Amberol, Pathe Salon rec- 
ords or are known to be important, one should not spray the material 
directly on the cylinders, but on a pad of soft cotton cloth or velvet, 
wiping in the direction of the grooves. In spraying records directly, do 
so lightly all around being sure not to tilt the record downward as it 
might slip off the fingers or mandrel. In polishing, it is necessary to avoid 
catching the cloth on the record and pulling it off the mandrel, which is 
easy to do. 
Although composition of the original wax records and molded wax 
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records varied considerably from year to year, we have not found any 
wiping off or filling in of the high-frequency undulations by the use of 
spray. As yet, we have not tried it on the white wax records. Micro-Pel 
also works with celluloid records. The amount of material left on a 
record is not measurable, but renders the record slippery to the touch. 
(Do not touch the record grooves, however, especially on wax records. ) 
Celluloid cylinders can be stored in steel-case drawers on rollers. Stor- 
age in the original cartons is fine if clean and dry. Where cartons are 
missing, storage drawers may be specially prepared to hold the cylin- 
ders. The bottom of the drawer may be lined with fibreboard in which 
cardboard tubes have been inserted in an upright position to hold cylin- 
ders on end so they will not touch one another, Thus, complete catalog 
information slips can be inserted in the cartons or the supporting tubes. 
The largest number of obsolete records are the 78 rpms, although 
this is a misnomer since few of the lateral disc records actually were 
recorded at that speed. Only Edison, in 1902, had the foresight to set 
an absolute fixed speed, at 160rpm for musical cylinders, and in 1912,at 
80 rpm for his discs. Many records were recorded at keys other than 
those in which they were originally written for various technical rea- 
sons, and concert pitches have varied from one part of the Western 
world to another, as well as having changed over the years. 
The Edison Foundation Re-Recording Laboratory groups the original 
seven-inch diameter, Berliner single-side discs with the later, improved 
Berliner, Zonophone, Columbia, Victor and Gramophone records of the 
same size with paper labels and with shellac surfaces. The Columbias 
were laminated and should not be cleaned with water. This applies to 
nearly all Columbia records of various diameters through the years. 
The trouble Columbia had with surface noise was of much the same 
origin as the Edison discs and humidity was a principal culprit. 
In cleaning the solid shellac stock records such as Victor’s, we do not 
endorse or condemn washing with mild soap and water, if the labels 
are not wet. However, when records have been stored reasonably well 
over the years, the same procedure as described for cylinders, using var- 
ious swatches of cotton velvet, is safer. 
A major problem with used lateral-disc records is detritus, an abra- 
sive dust created from the friction between the perishable steel, bam- 
boo or tungs-tone styli and the V-shaped grooves, as a result of the abra- 
sive materials mixed with the shellac to shape the stylus. The detritus 
not only dropped to the bottom of the groove, but was carried along by 
the stylus as it was shaped. After attempting various methods for clean- 
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ing many types of records, Micro-Pel seems as safe as any, especially 
after superficial dirt and dust have been removed. Often Micro-Pel fa- 
cilitates passage of modern diamond styli quite well. 
We are aware of styli with various degrees of truncation which per- 
mit bearing on an unworn position of a lateral groove, but feel this is 
really a job for an expert, involving microscopic analysis of both record 
and stylus, A reasonable choice of a spherical stylus will be practical 
and safe, where microscopic examinations and expert use of truncated 
styli are impractical. 
All disc records should be stored on edge and in clean sleeves. We 
feel storage on steel shelving with frequent dividers to avoid leaning is 
best. This applies to solid shellac records, the laminated shellac rec- 
ords, and especially the outsize radio transcriptions which are up to 
twenty inches in diameter. The Pathe sapphire-ball discs were also 
molded in solid shellac and were made up to fourteen inches in diame- 
ter. European issues before 1920, had self-labels which were later pa- 
per. Since these were vertically recorded, they are especially likely to 
produce bumps and rumble from warping; they may also skip grooves 
at the slightest provocation, though usually without damaging the disc, 
except for tearing the label. Paradoxically, the earlier ones were center 
start, a t  a time when there were no paper labels. 
An exception to storage in steel shelving might well be made in the 
case of 45 rpms and extended play records. Because of their light 
weight and the wastefulness of storage space on steel shelving, storage 
in file drawers is recommended, which also facilitates reading the 
smaller labels. 
All plastic records of the period since LPs are best stored vertically. 
Cleaning is as for all other records but here the Micro-Pel seems to 
prolong high frequency life in use. At the convention of the Audio En- 
gineering Society, April-May 1968, engineers with the RCA Princeton 
Laboratory reported on the use of the Scanning Electron Microscope to 
analyze and photograph the tracking and wearing problems of the LP 
and stereo discs.6 This study showed convincingly that the present types 
of stereo discs, with lightweight tracking pressures and highly compli- 
ant cartridges, cause rapid demodulation of the plastic at the two lim- 
ited points of contact in riding the groove, producing a furrow visible 
with a microscope after a single playing, and one visible to the naked 
eye after ten playings. Although we do not have an RCA Scanning 
Electron Microscope, a single light application of Micro-Pel to such rec- 
ords greatly increases the slipperiness and expedites the tracking of 
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the stylus. As we know that friction of the diamond stylus against the 
unlubricated groove is appreciable, producing heat, and that it is les- 
sened by the application of Micro-Pel, we may reasonably assume that 
the tendency to plow through the sides of the undulations in the 
grooves is proportionately reduced. 
The final class of records of importance to libraries is that of acetates 
and lacquers. In the 1930s, acetate-coated aluminum discs superseded 
other methods for program recording. During World War 11,the short- 
age of aluminum forced acetate manufactuters to use glass cores which 
were quite fragile, as the containing sleeves plainly said. Many impor- 
tant recordings both before and during the war were on such discs, 
which were often sixteen inches in diameter. 
The application of the acetate to the aluminum or glass required cas- 
tor oil, but eventually the oil was found to disassociate from the other 
substances, in some cases surfacing in a sticky mess which accumulates 
dust. Varying with formulation, storage conditions, etc., other acetate 
surfaces seem to shrink and peel away from the cores; little can be done 
in such cases. 
Robert Carneal, recording engineer for the Library of Congress, de- 
vised a way of cleaning these sticky acetates by adapting the method 
for cleaning jewelry using ultrasonic vibration. Carneal used a tank 
large enough to hold the sixteen-inch discs, but used a more power- 
ful agitation. He  also protected the labels by covering them with rub- 
ber suction pads. 
The only completely safe way to preserve information on the ace- 
tates, as with most media discussed here, is to re-record them. Special- 
ists looking for information on the acetates may be interested in a re- 
port by Pickett and Lemcoe, Preservation and Storage of Sound Re-
c o r d i n g ~ , ~which contains information about shellac discs, modern plas- 
tic discs and other recording tape available at that time. Surprisingly, it 
contains absolutely no information about cylinder recordings, but does 
have a bibliography of pertinent articles up to 1959. 
Lacquer blanks are now used for recording, and are the contem- 
porary substitute for the disc wax blanks used for masters from 1898un-
til the end of World War 11.A duplicate of the lacquer master is often 
made from the master tape to send for approval to artists or persons 
contracting for custom-processed records. As such lacquers are quite 
soft, they will not withstand multiple playings, and, if valuable, should 
be re-recorded onto quality tape. 
Although vinyl and other contemporary disc materials are much 
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more durable than acetates or lacquers, they are not as hard as some 
earlier phonograph record materials. The only way to preserve the 
pristine excellence of any modern disc is to re-record it on high quality 
tape, as flat in fequency response as possible, before other use. 
The life of magnetic tape is so far unkown. It is evident that tapes 
backed with cellulose acetate have a much shorter life than those backed 
by mylar and similar plastics, However, there are many factors, such as 
deterioration of adhesives, demagnetizing effects of long storage, and 
print-through. The recommendations of leading manufacturers about 
the best tape for long-term storage or for processing would be the best 
to follow.* 
The ultimate form in which to preserve sound recordings indefinitely 
is to record anything considered worthwhile onto a disc. In producing 
a disc record, the metal mother-counterpart of the orginal wax or lac- 
quer master-is plated to form a mold. The mold and mother are her- 
metically sealed by the plating process, and the metal parts are most 
predictably resistant for indefinite preservation against the ravages of 
time. 
Articles on the shelving, care, and preservation of phonograph rec- 
ords appeared quite frequently during the long-playing record period 
of the 1950s. For various reasons there have been fewer since the intro- 
duction of stereo discs. In the catalogs of Periodical Literature and 
Reader’s Guide to Periodical Literature, such articles will be found un- 
der “Care.” In Library Literature they are listed under “Care and Pres- 
ervation.” In the Music Zndex they are under “Maintenance and Re- 
pairs.” 
Having reviewed the progress made in preserving and restoring the 
authenticity of sound recordings, it might be well to briefly comment 
on some early uses of phonography as a medium of research and edu- 
cation. For this, we must turn to developments in Europe. After Edison 
had entrusted to Gouraud the first improved Edison phonograph and a 
supply of the shaveable wax blanks which he used to demonstrate the 
potential of the new instrument, he sent other emissaries to Europe. 
One was Theodore E. Wangemann, a musician. Among others he re- 
corded Brahms playing his famous Lullaby. The re-recorded remnant 
that is left of the Brahms Lu?Zabywould hardly impress anyone today. 
The fact that Josef Hoffman as a boy prodigy wrote to Edison and ob- 
tained a phonograph and supply of cylinders about the same time indi- 
cates Edison was not indifferent to the potential of his new instrument 
for music and musicians. 
JULY, 1972 [971 
WALTER L.  WELCH 
In the more difficult fields of phonetic science, the anthropologists, 
philologists and ethnologists were the first to really appreciate the 
promise of this new medium. Armed with phonographs and blanks, re- 
cording expeditions from universities and museums in Europe and Amer- 
ica collected recordings of various dialects : the chants, folksongs and 
legends of African tribes; and the patois and linguistic variants so rap-
idly changing due to increased travel and speed of communication. Be- 
fore 1900, several recording expeditions had gone to Asia, Africa, South 
America, the western U.S. and Mexico. J. W. Fewkes, in May 1890, wrote 
about preserving the languages of the Indians, specifically the Passama- 
quoddy Indians in Maine.9 Later, Francis Densmore began a collection 
of over 3,000 cylinders of Indian and early American folk music, some 
of which were later transferred for the Library of Congress to 78 rpm 
discs and later to LPs. A.L. Kroeber, a professor and secretary of the 
University of California’s anthropological department, spent September 
1906 among the Yurok Indians of North Humboldt County, produc- 
ing one hundred Grapophone records of songs, myths and traditions. 
In  December 1906 similar activities were reported by Hans Pollak at 
the Academy of Science of Vienna.10 Twenty-one cylinders of various 
German dialects had been gathered by J. Schulz and Park brought 
thirty-two native recordings from New Guinea. Evidently Vienna was a 
particularly active center, for Felix Exner, a meteorologist, was re-
ported as recording sixty-eight Sanskrit songs while on a scientific e v e -  
dition from there to India in 1904. 
The relationship of Felix Exner to the Vienna physiologist, Sigmund 
Exner, is not revealed in the source by Pollak cited above. Pollak cred- 
its the idea of the archives to Sigmund Exner, who was then head of the 
Vienna Phonogram Archives Committee. As the official name of the Ar- 
chives was Phonogramm-Archiv, the term phonogram suggests very 
clearly that inspiration for the idea probably grew from the visit to Vi- 
enna years before of Theodore E. Wangemann, Edison’s earliest re- 
cording expert. It would be most fascinating to know exactly what hap- 
pened. Edison coined the word phonogram to suggest transmission of 
messages in lieu of written correspondence-from the Greek “phone” 
meaning voice, and “gram” meaning that which is writtenell 
In any event, Pollak in 1925reported on the special instrument being 
used in Vienna. He described it as the “Archive Phonograph,” quite 
similar to Edison’s. However, he said, 
The main difference is that the records are on discs and not on cylinders,
but the instrument is no “gramophone,” as the method of recording is 
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Edison’s; that is to say, the soundwaves are recorded in the thickness of 
the wax, and their ordinates are at right angles to the surface of the wax 
to which the oscillating diaphragm is parallel. By a galvanic process a 
copper “negative” is made and then nickelled over; and from this matrix, 
as many “positives” as wanted can be made.12 
Since this article appeared in 1925, and Thoms A. Edison, Inc., had 
been producing disc records since 1912, it seems likely that the Archive 
Phonograph, using the basic Edison hill-and-dale system, was probably 
much like the Pathe disc process of similar derivation. The Pathe discs 
reproduced with a sapphire ball, as with the prior cylinders. Edison 
now was using diamond styli for both cylinders and discs. 
The collaboration of other institutions with the Vienna Phonogram 
Archives is especially significant. Pollak said, 
The Archives have been much helped in the collecting of dialects by 
the allied institute at the University of Ziirich, which has been energetic- 
ally engaged in the work for some fifteen years. German, Provincal, Italian 
and Rhaeto-Romanic dialects have been systematically phonographed in 
Zurich, and permanent negatives made in Vienna from the records. The 
negatives are kept in Vienna, and the records can be heard in either 
Vienna or Zurich.13 
This, then, was the worlds first educational sound archives and re- 
producing center. How ironic it is that the academic linguists should 
have been so alert to recognize the potential of Edison’s phonograph, 
while during the same years musical directors and professors of Euro- 
pean music conservatories were ignoring it. Meanwhile, Eldridge R. 
Johnson and his brilliant Gramophone associates, to say nothing of 
their competition, were already recording the world’s great vocal and 
instrumental artists. 
The farsighted Exner had realized the only truly permanent storage 
for sound recordings was on hermetically sealed plates. This, as has 
been stated, is probably still true today. Despite the multitude of forms 
which have been developed for fixing sound, none is more assured of 
long life than the sealed metal matrices. Records in vaults are much 
more likely to withstand time unimpaired than are magnetic wire, tape, 
or sound-on-film, which may be either photographic or magnetic. Thus 
far, the homogeneous phonograph discs seem to be the best in the field 
of consumer recordings for longevity in use and in storage. 
Continual changes in technology, with a bewildering number of op- 
tions for storing and retrieving sound, are a greater threat to a library’s 
efforts to make audio history available in a logical and sensible manner, 
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than the loss of resources by attrition. We believe institutions of 
higher learning should assume a considerable role in determining the 
aceptable standards for sound recordings and reproducing practice-if 
not for reality in audio today, at least for truth in posterity. 
Directors of music libraries, and schools of music and fine arts might 
well initiate a request to the Music Library Association, or any other 
truly representative group, to form a technics and standards committee 
to gather information about the various sound record-reproduce sys- 
tems, to analyze durability of equipment and recordings in service, and 
to establish quality standards for recording, re-recording and reproduc- 
tion. It would seem logical that this investigation might quite properly 
begin at the graduate and faculty levels of our schools of library sci- 
ence. 
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THE TERM D I S C O G R A P H Y  is used here to define 
a wide range of related activities, problems, and products involved in 
the analysis, description, enumeration, and bibliographical control of 
the artifacts of recorded sound and the sounds preserved on and trans- 
mitted by those artifacts. The discussion of these matters will mainly 
relate to commercially produced and distributed sound recordings, but 
will touch briefly on noncommercial products. The artifacts take various 
physical forms (disc, tape, cylinder, etc.), and the sounds they contain 
are probably as diverse as the myriad of sounds produced by nature 
and man. The use of the term discography in this wide-ranging con- 
text is conjectural, and, though sanctioned by popular usage and CLU-
rent lexicography, should be considered tentative. 
The beginnings of discography antedate by at least three decades the 
invention of the term itself. Apparently, it first appeared in print in 
1936 in the title of a book published in France, Charles Delaunay’s Hot 
Discography.l This was a selective listing of references to commercially 
produced 78 rpm disc recordings of jazz; it was a classified enumera- 
tive “bibliography” of material for which the term biblion was clearly 
inapplicable. Even before the first American edition of Delaunay’s book 
in 1943,2the term had been taken up by some record collectors in the 
United States, principally collectors of jazz records. The wider adop- 
tion of the term, however, was slow and not without opposition from 
some students of the disciplines involved. 
Sounds have been preserved on many devices which are not discs. 
Tape now rivals the disc in the marketplace and in the scholar’s work- 
shop, and someday a new physical form will surely arise to displace 
both disc and tape. There are, then, inherent contradictions in the term 
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discography when it is used to encompass all types of sound-bearing 
artifacts. However disturbing these contradictions may be, the objec- 
tions are at least partially obviated by a real and pressing need for a 
standard term which can serve recorded sound the way the print media 
are served by the word bibliography and the range of activities and 
products loosely brought together under that general rubric. 
Two recent events may be cited to justify the present use of the 
term to extend beyond the mere listing of references to disc recordings. 
These events not only give its use a legitimacy with the academic com- 
munity which it previously enjoyed only with nonacademic scholars 
and popular writers, but also indicate the growing recognition of dis- 
cography: ( 1)The most recent meeting of the Association for Recorded 
Sound Collections (New York, Nov. 17-19, 1971) included a panel 
discussion entitled “Discographic technique^."^ This discussion was no- 
table for a number of reasons, not the least of which was the absence of 
arguments over the name of the subject under discussion. (2) During 
the same month, the Institute of Jazz Studies of Rutgers University 
published the proceedings of the first and second annual conferences 
on discographical research.* These annual conferences were devoted 
primarily to the discography of jazz, but are quite important to the state 
and progress of discography generally, and they will be referred to 
again. 
As further evidence of the rise of discography, one may note that the 
Journal of Popular Culture5numbers among its panel of advisory edi- 
tors a specialist in discography; that the California Folklore Society’s 
journal, Western Folklore,B includes a regular feature identified as Folk 
Music Discography; and that Rilm‘ (the international music litera- 
ture abstracting service) has a subject class for discographies. Recently 
the term has begun to find its way into the vocabulary of librarians. For 
example, in his book, Bibliographies, Subject and National,s Robert 
Collison uses the index term “discographies,” but lists the same items 
under the index term “gramophone records.” On the other hand, Ed- 
ward Colby identifies enumerative discographies by the term “au- 
di~graphies,”~a term proposed by Walter Welch. Time, usage, and bet- 
ter communications among collectors, discographers, archivists, and li-
brarians will solve the many terminological difficulties. In the mean- 
time, whether the subject is called “discography,” “audiography,” or 
“the bibliography of recorded sound” (as Donald Robbins doeslo) is 
certainly less important than the definition of the nature and purpose 
of the activities involved. 
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HISTORYOF DISCOGRAPHY 
The history of the activities identified as discography has not been 
written. As a means of collecting, storing, and disseminating informa- 
tion about recorded sound, discography has historical connections with 
popular culture, elite culture, and the communications media in both 
their commercial and social aspects. The history of discography could 
be written from many points of view, but the most fascinating would be 
an approach oriented to social and cultural history. What has been 
done to date has been based on the assumption that it is the purpose of 
the history of discography to chronicle the production of systematic 
discographies. The emphasis has been on the nature of lists as lists, 
largely independent of social implications. Certain key works have 
been identified. For example, the work of Delaunayl was not the first, 
but it may have been the first seminal product of a lineage which subse- 
quently mined one of the most productive areas of retrospective system- 
atic and analytical discography. About the same time that Delaunay’s 
work was published, the Gramophone Shop of New York published its 
major discographical effort (which was identified as an 
“encyclopedia”) This marked the beginning of another chapter in the 
history of applied systematic discography. 
In 1948, in the preface to the American printing of the revised second 
edition of his book, Delaunay wrote: “Since 1936, discographical study 
has become a veritable science to which numbers of specialists 
throughout the world have devoted themselves.”1Z Indeed there were a 
number of specialists. By 1942 a periodical calley Discography13 was 
being published in England, and during the next three decades there 
are an astonishing number of relatively small, low-circulation, disco- 
graphical periodicals which pulled together the interests of students 
all over the world. Throughout these decades when its fundamentals 
were being shaped, discography lacked an institutional or general or- 
ganizational base which would have given a strong central focus, and of 
course its connections with the academic world were negligible. To this 
day, discography is largely in the hands of private scholars and col- 
lectors. 
The history of discography cannot be written without writing at the 
same time at least a partial history of the collecting of sound recordings. 
Discography has developed largely as a by-product of the activities of 
collectors, and its structure reflects their interests and needs. Collectors 
are motivated by diverse interests, but the most pervasive drive surely 
comes from an interest in some specific category of sounds. Whatever 
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the need for sound may be, this need leads to the collecting of the arti- 
facts, and the collecting requires systematic lists. Discography devel- 
ops as these lists are circulated, reworked, and refined. 
Another central aspect of the history of discography is defined by the 
needs of commerce. The necessity to draw up lists of references to and 
descriptions of sound recordings has existed since the beginning of the 
first commercially produced and distributed sound recordings late in the 
nineteenth century. These products may be categorized in various ways 
(e.g., catalogs of the individual manufacturers, general trade cata- 
logs). It is likely that relatively few libraries have made attempts to 
systematically build retrospective files of these commercial catalogs. In 
any case, they constitute a rich source for the history of discography. 
There is an accumulation of historical sources spanning approximately 
seventy years of applied discography. Discography is waiting for a 
Theodore Besterman, a Louise Noel Malclirs, and a Georg Schneider to 
begin to put it into some order. 
BIBLIOGRAPHY AND DISCOGRAPHY 

In  surveying the progress of discography and in considering its pres- 
ent and future problems, the author found that definite patterns and 
relationships only emerged after he began to use some of the basic per- 
spectives of bibliography. In  the end, discography will be a discipline 
in its own right; it will be as complex, as rigorous, and as indispensible 
as bibliography. Even now it is a highly developed art and does not 
necessarily have to turn to bibliography for its techniques or to find a 
justification for its existence. On the other hand, a t  its present stage of 
development, if there is one thing discography needs, it is a semblance 
of order; and this it can find if it borrows some fundamental concepts 
and approaches from bibliography. It also needs some solid theoretical 
underpinnings, and models for these may be found in bibliography. 
These are the assumptions underlying the present survey of trends in 
discography. As many connections as possible will be made between 
the two fields, borrowing from bibliography anything that might prove 
useful. 
The variety of approaches to and uses of discography are a t  least as 
diverse as the approaches to and uses of bibliography. Discography 
may be thought of as a discipline closely related to historical bibliogra- 
phy, analytical (or critical) bibliography, and descriptive bibliogra- 
phy. Turning to the vast field of systematic or enumerative bibliogra- 
phy for a guide, one can clearly define such discographical enumera- 
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tions as national discography, trade discography, current discography 
and retrospective discography. Other qualifiers such as “subject” and 
“special” suggest different ways of thinking about current and potential 
discographical developments. Even bio-bibliography has its counter- 
part in bio-discography; and one could make a fair case for the idea 
that some techniques used in the analysis and description of sound re- 
cordings should be properly identified as textual discography. 
There is no need to search for one over-riding rationale for the exis- 
tence of discography, for it serves many different purposes. In general 
terms, it is a series of loosely connected subsystems of information 
transfer. Its function is to provide information or references to informa- 
tion. Most of its immediate functions appear to be quite evident. Trade 
discography, for example, serves the producers and consumers of re- 
corded sound by supplying information about what is produced and 
available in the trade. National discography organizes and records the 
total output of recorded sound at the national level. Historical and ana- 
lytical discography are not so easily defined since these are emerging 
disciplines. In  the discussion which follows, ways of organizing the 
fields of discography will be suggested, but the lines between these 
fields of research are in some cases very fuzzy and it is not always clear 
where the work of one type of discography ends and another begins. 
BROAD DEFINITIONS 
The two broad areas of bibliography provide general concepts which 
are applicable to discography. Richard Shoemaker wrote: “Two major 
divisions are the study of books as physical objects (analytical bibliog- 
raphy) and the study of books as ideas (enumerative or systematic bib- 
liography).”14 Discography, then, may study sound recordings as physi- 
cal objects, which will be called pure or scientific discography (subdi- 
vided into historical, analytical, and descriptive discography) ; or it 
may study sound recordings as ideas, which will be called systematic or 
enumerative discography. 
SCIENTIFICDISCOGRAPHY 
A framework for the delineation of the various fields of scientific dis- 
cography may also be drawn by paraphrasing definitions from bibliog- 
raphy. The following definitions by Derek Williamson provide this 
framework if one substitutes the word “discography” for the word “bib- 
liography’’ and the words “recorded sound” for the word “book”: 
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Historicd bibliography studies the historical development of books, the 
materials of which they were made, how these materials were manipulated 
and combined, and how the resultant physical objects were distributed. 
The study is a necessary prerequisite for the analytical (or critical) 
bibliographer, whose business is to reconstruct the story of a piece of 
book production, or a series of such pieces, working from an extant book 
or series of books, . , . Descriptive bibligraphy is the discipline which 
codses the results of analytical bib1i0graphy.l~ 
Turning to the works of Walter Greg and Fredson Bowers, one finds 
a number of ideas which may help clarify the field of discography. 
Greg’s succinct statement that bibliography is “essentially the science 
of the transmission of literary suggests functions quite 
similar to those served by the types of research conducted by Walter 
Welch.16 Welch’s purpose is to insure truth in the transmission of re- 
corded sound. One could paraphrase Greg and say that “discography is 
essentially the science of the authentic transmission of recorded aural 
documents.” 
The functions of descriptive bibliography as summarized by Fredson 
Bowers also lend themselves to discography without undue strain. 
The methods of descriptive bibliography seem to have evolved from 
a triple purpose: (1) to furnish a detailed, analytical record of the physical 
characteristics of a book which would simultaneously serve as a trust-
worthy source of identification and as a medium to bring an absent book 
before a reader’s eyes; (2) to provide an analytical investigation and an 
ordered arrangement of these physical facts which would serve as the 
prerequisite for textual criticism of the book described; (3)  to approach 
both literary and printing or publishing history through the investigation 
and recording of appropriate details in a related series of b0oks.l‘ 
But the sound recording is not a book, and it is in the nature of these 
sound-storing artifacts that the types of information which they store 
and transfer define not only their potentials and limitations as agents of 
social communication but also the sorts of analytical, descriptive, and 
classificatory techniques which are needed to insure that they can be 
controlled. This is to say that in taking a bibliographical perspective, 
general principles and concepts are needed. Concerning questions of 
techniques of analysis and description some caution is needed. Private 
scholars and collectors have expressed dissatisfaction with the quality 
of controls provided by some sound archives and l ib rar ie~ .~  These 
problems may emerge from a misunderstanding of the difference be- 
tween a discography and a catalog, but they may also indicate that cer- 
tain descriptive elements, essential for the identification of sound re- 
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cordings, are not included in the discographical style typically used by 
librarians. These criticisms need to be attended to, but if librarians have 
erred it is not because they have borrowed from bibliography, it is be- 
cause they have borrowed the wrong things. 
One of the functions of bibliography is to “serve as a trustworthy 
source of identification and a medium to bring an absent book before a 
reader’s eyes,” and this is one of the fundamental differences between 
the functions of bibliography and those of discography. Discography 
aims to bring an aural document, event, or message to a listener. This 
raises the question: What is to be described in a discographical de- 
scription? What is the “document”? Is it the artifact as a physical ob- 
ject which occupies space, or is it the stored contents of the artifact? 
The sound recording has two physical dimensions, the static physical 
form of shellac or plastic, disc or tape, and the dynamic physical form 
which constitutes the intellectual content of the artifact. The latter ex- 
ists only in time and consists of a series of disturbances in the air (i.e., 
sound waves which exist only upon being heard). What is stored is an 
event in time. The problem of descriptive discography, then, has a 
most unusual dimension quite unknown to descriptive bibliography. 
The bibliographer, in constructing his description, extracts material 
from documents; in constructing his collation he uses printed words 
and visual symbols to describe printed words and visual symbols. The 
discographer can only extract words and symbols from labels, album 
jackets, and the like (i.e., from the packages or containers); in the case 
of non-verbal communications, the real message cannot be extracted in 
this way. When the sound recording contains a verbal communication, 
if it is to be extracted for the purposes of description and identification, 
it must be transferred from one frame of sensory perception to another. 
This cannot be done without some loss of information. 
The paradox is that the discographer, in communicating the results 
of his analysis of the aural-time dimensions of the document, has no 
recourse but to construct his description in a visual-spatial framework. 
The two dimensions of any sound recording (the static and the dy- 
namic) pervade all discographical identification, description, and anal- 
ysis. Any of the artifacts can be analyzed, identified, and described by 
one dimension or the other, or by both. A sound recording is an aural 
event-in-time packaged as a fixed artifact. A thorough exploration of 
the implications of this is necessary before discography can be placed 
on a firm scientific base. 
Until it has been shown to be misleading, or unproductive, one 
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should work on the assumption that scientific discography has a unity 
unfragmented by categorizations based on specific subject content 
(i.e., the type of material recorded). This assumes that the theoretical 
foundations of discography would not permit the recognition of any 
really fundamental difference between, say, a recording of Gustav 
Mahler’s First Symphony by Eugene Ormandy and the Philadelphia 
Orchestra and a recording of W e s t  End Blues by Louis Armstrong and 
his Hot Five, or, for that matter, between either of these and a record- 
ing of Don’t Sit Under T h e  Apple Tree by Guy Lombard0 and his 
Royal Canadians. In  this sense, discography, like bibliography, is indif- 
ferent to subject. It is not, however, indifferent to content since the 
“text” presented on the sound recording has to be related to other ver- 
sions, both printed and recorded, and perhaps even to the original 
“live” event. 
It is necessary to categorize all sound recordings into two broad 
types: those which are produced in quantity, usually for commercial 
distribution, and those which are produced in single copies (i.e., in- 
stantaneous recordings ),usually without the intention of eventual mass 
production in the form of a pressing (i,e,, an edition or “printing”). 
The instantaneous recordings have infinite possibilities; there are air 
checks ( recordings made from radio or television broadcasts ), re-
corded interviews of the sort used in oral history, documentary record- 
ings of the sounds of live events, recordings made in the process of doc- 
umenting and studying the various musics and cultures of the world. 
When an instantaneous recording is subsequently re-processed, manu- 
factured, and distributed there is no question that it then becomes a 
problem for the discographer, This is not what happens to most instan- 
taneous recordings, and for this reason they occupy a special place in 
discographical studies. They would seem to be relatively unimportant 
in the study of sound recordings as physical objects, but quite impor- 
tant in the study of sound recordings as ideas. One is tempted to say 
that the instantaneous recording is to the commercial product as the 
manuscript is to the book, and there are some parallels, but a detailed 
comparison of the two  media would seem to be of limited usefulness. 
The meaning of the term discography as it emerged during the panel 
on discographic techniques at the 1971 meeting of the Association for 
Recorded Sound Collections3 is not in serious conflict with the biblio- 
graphical-discographical parallels proposed. In any case, the unity of 
discography-or its potential unity-was evident in the rapport among 
discographers working in such diverse fields as jazz, opera, country and 
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western music, and American theater music. Discography was defined, 
if one may construct a composite definition from a rather long discus- 
sion, as “the documentation of all types of reproduced sound preserved 
on all types of artifacts (e.g., commercial, non-commercial, disc, tape, 
piano rolls, wire recordings, movie sound tracks, air checks from radio 
and television-literally any type of recorded sound) ,” It remains to de- 
fine the exact nature of this “documentation,” but it was clear that dis- 
cographers and sound archivists want a multiple-access system de- 
signed for a computerized inter-archival network. 
HISTORICAL DISCOGRAPHY 
Historical discography seems to fall into several divisions: (1)stud-
ies of the physical aspects of the manufacture of recordings, including 
studies of recording and reproducing equipment; (2 )  studies in the 
history of the trade, which examine both individual manufacturers and 
overall patterns of development; and ( 3 )  studies in the relationship be- 
tween the medium and society. 
A number of aspects of historical bibliography lend themselves to 
historical discography. Just as historical bibliography studies the mate- 
rials of which books were manufactured, so historical discography 
studies the materials used in the manufacture of sound recordings and 
the possibilities and limitations of different materials. Where were re- 
cording companies located? Where were the discs actually recorded 
and manufactured, and what affect (if any) did these geographical as- 
pects have on the final products? What written records are available 
from the files of the early recording companies? Historical discography 
studies the circumstances surrounding the manufacture of recordings 
( e.g., the accoustical conditions and the types of equipment used). To 
what extent have the original metal masters (i.e., the “metal parts”) 
survived, and where are they located? Although much has been done to 
answer these questions, a large array of inventories, directories and 
guides is needed. It is clear that historical discography has only begun 
to provide these sources. 
Like the book and the printed word, the artifacts of recorded sound 
are mirrors of past decades, products of specific times, places, cultures, 
and sub-cultures. They are historical sources, but they have their own 
history, for they are part of the history of the very society which they 
document. Society was changed at  least to some degree by its interac- 
tion with this new media. The same can be said of the music recorded, 
for in its being recorded and disseminated mechanically the very na- 
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ture of the art of music was somehow changed. Just as a study of the 
history of the book and the printing industry is central to an under- 
standing of Western culture, so a study of the history of the manufac- 
ture and dissemination of sound recordings must be undertaken for 
whatever it can reveal about the nature of communications in the 
twentieth century. How were records produced, why, and for whom? 
What functions did the industry serve? What ramifications did it have 
on the lives of the people that were touched by this typically twenti- 
eth-century phenomenon? To ask these questions suggests that the his- 
tory of recorded sound needs to be studied not only for the intrinsic 
value of the contents of aural documents from the past, but also for 
what this study can reveal about the nature of the interrelationship be-
tween technology and the arts of man. 
Some parallels with the origins and dissemination of print are useful, 
but they have some limitations as models, for recorded sound is a mod- 
ern phenomenon, produced at the height of the industrial revolution in 
a society which was moving towards urbanization at an increasingly 
rapid pace. The artifacts were not handmade; almost from the very be- 
ginning they were mass-produced and distributed on a nationwide 
scale. Yet the characteristics of the traffic in recorded sound are not 
unlike those of print. Especially appropriate in this connection is Dan 
Lacy’s discussion of the dissemination of print. Lacy points out five 
economic and technological characteristics that distinguish book pub- 
lishing from other communications industries. These may be summa- 
rized as follows: (1)the publishing of books does not require owner- 
ship of an expensive plant; ( 2 )  every book must be advertised and sold 
on its own; ( 3 ) there is a considerable correspondence between the 
total cost of publishing a book and the number of copies produced; (4) 
books are not supported by their advertising content; they are pub- 
lished to satisfy the needs or demands of their purchasers, not to serve 
as the means for assembling a potential market for a product; and (5) 
books are produced in a physical form that permits them to be used by 
individual readers at times and places of their choice.18 With some 
qualifications and minor exceptions, these five characteristics of the 
book industry apply to the recorded sound industry. 
The point is that the sound recording industry, like the book publish- 
ing industry, was and is “able to be more responsible than any other 
communications medium to a wide range of diverse demands from au- 
diences large and small.”18 The historical significance of this intriguing 
aspect of recorded sound has not been entirely understood. During 
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the 1920s a large minority audience ( a  substantial portion of the mil- 
lions of Black Americans) had little if any access to the mass media, 
nor did most of the members of this audience have access to the print 
media. They had a ‘‘literature,’’ but it was transmitted orally. Record 
manufacturers responded to a communications need (whether the aims 
of the manufacturers were altruistic or mercenary is beside the point), 
and the result was the production of at least ten thousand disc record- 
ings which, when manufactured and distributed, numbered in the mil- 
lions of copies. They were produced for Black Americans living largely 
in rural parts of the United States. The recovery of this material-that 
is, the regaining of bibliographical control-is providing a new concept 
of the structure of the psyche of Black Americans and the profound 
poetic expressions which emerged from their culture. The discographi- 
cal documentation of this source may be found in Blues G Gospel 
Records: 1902-1942, by John Godrich and Robert Dixon.lg In  the 
course of preparing this enumerative discography, these authors made 
a substantial contribution to historical discography by gathering infor- 
mation on the commercial aspects of the production and distribution of 
these recordings. This research was subsequently published as Record-
ing the Finally-to show the interrelationship of different types 
of discography-a larger public benefited from this (and similar) re- 
search with the publication in 1969of Eric Sackheim’s The Blues Line.21 
In  this work, Sackheim transcribed more than 400 blues texts and 
printed them as an anthology of poetry. Working from the primary 
sources (the 78 rpm disc recordings), Sackheim produced the single 
largest published collection from this rich and almost completely un- 
known source of American art and cultural history. 
The potential uses of certain types of historical discography have been 
emphasized to the exclusion of others because information is more 
readily available in the areas of classical and popular music; see, for 
example, Edward Colby’s article in this issue of Library Trends.22 
There are a number of periodicals devoted to historical aspects of dis-
cography; see, for example, Talking Machine R e ~ i e w . ~ ~  Recorded 
the journal of the British Institute of Recorded Sound, not 
only publishes research in historical and other types of discography, 
but regularly provides authoritative reviews of new monographs. 
ANALYTICAL DISCOGRAPHY 
There are a t  least two broad aspects to analysis, and these are based 
on the static and dynamic dimensions of sound recordings-the artifacts 
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and their contents. The two aspects are, of course, interrelated. Condi- 
tions governing the physical structure of the recording affect the qual- 
ity of the sound recording. The scientific bases of analytical discogra- 
phy seem to be centered in the sort of work being done by Walter 
Welch at the Thomas Alva Edison Foundation Re-Recording Labora- 
tory and related work at the laboratory of the Recorded Sound Section 
of the Music Division of the Library of Congress. The interrelationship 
of form and content may be illustrated by the problem of recording 
speeds. Many early disc recordings were described by their manufac- 
turers as 78 rpm records, but in fact were recorded at speeds other than 
78 rpm. Colby has noted that the catalog of Victor recordings now be- 
ing prepared by W. R. Moran will include information on recording 
The analysis of the dynamic dimensions of sound recordings may 
take many forms. In the case of classical music, the discographer must 
decide to what extent he will relate his recorded text to printed and 
manuscript versions of the text. It would be a mistake to assume that 
such analyses are only important when dealing with the pre-Romantic 
repertory. But the implication of this is a problem for the musicologist. 
Textual analyses are certainly necessary when dealing with early mu- 
sic. There have been, for example, at least five recordings of the Mass 
of Guillaume de Machaut, and there have been at least four published 
versions (i.e., printed notes, the score). Besides these various textual 
sources, there are unauthorized and non-commercial instantaneous re- 
cordings of this work. There are also manuscript sources (the primary 
sources) of Guillaume’s music at the BibliothAque Nationale in Paris. 
Finally, there are modern editions or transcriptions of this work which 
have not been printed. Is it the job of the discographer to identify the 
source of the performance material used in the performance in hand, 
and should the performance be analyzed in terms of the printed or 
manuscript source? Should the discographer relate his recording to 
other recordings and printed editions? In analysis, should the details of 
performance practice be taken into account (e.g., the use of musica 
ficta and the layout of the text)? In some cases is it necessary to iden- 
tify not only the performers, but also the instruments used (i.e., the 
names of the manufacturers or physical descriptions of early instru- 
ments, tunings, etc.)? Should tempi be analyzed and recorded in the 
description? Finally, is this technical analysis discography or is it ap- 
plied musicology? It would seem that discography of this sort is a tech- 
nique of musicology. At some point in a discographical analysis, one 
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begins to leave discography and become involved in music research. 
Increased use of recorded sound as reference and research material 
will require more detailed techniques of analysis and description, and 
one wonders if discographers will not need to devise ways of 
“indexing” the contents of sound recordings in detail. 
Textual analysis of music involving the human voice is producing its 
most fruitful research in the area of American blues. That there has 
already been much work done in this area is evident not only from the 
work of Sackheim,21 but also from the published research of Paul Oli-
ver26 and Samuel charter^,^' to mention only a few of the best known 
researchers in this field, Yet the field is still waiting for someone of the 
stature of Francis James Child to do for the texts of the blues what 
Child did for the texts of the English and Scottish ballads, and some- 
one to do for the music of the blues what Bertrand H. Bronson is doing 
for the music of the ballads. That such work will have to be based on 
discography is self-evident. 
Various forms of popular music and jazz seem to require still other 
analytical techniques. Here, the place and date of the actual recording 
is considered extremely important. It is necessary to identify all per- 
formers (not just those listed on the record labels). The analysis of the 
music requires different techniques, and here again one begins to 
leave discography for research in music. 
The close relationship between techniques of analysis and descrip- 
tion and the research needs of disciplines dependent on discography 
may be illustrated by examining the discographical analyses provided 
with the series of recordings issued by the International Library of Af- 
rican Music. These recordings are 33%rpm long-playing discs (issued 
by and available from the Library’s offices in Roodepoort, Transvaal, 
South Africa). They are based on material recorded in the field (i-e., 
instantaneous recordings ) , A sample copy of the cataloging, classifica- 
tion, and indexing system issued with the records may be examined in 
“TheSound of Africa,” Series of Long Playing Records, a Catalog.’* The 
contents of the discs are classified by a system using a decimal nota- 
tion, the instruments are identified to the extent of providing descrip- 
tions and information on tunings, and melodies, texts, languages, and 
other details are analyzed and classified. Ethnomusicological material 
of this type is not issued in the trade to any great extent, but there are 
some exceptions (e.g., in the United States, the material issued on the 
Folkways label; in France, the material issued on the Ocoro label). In 
one area, at least, commercially produced sources are being brought 
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under discographical control. In African Music on LP, An Annotated 
D i s ~ o g r a p h y , ~ ~Alan Merriam has included detailed analyses and de- 
scriptions of approximately 400 discs. Access to contents is provided by 
eighteen indexes. An examination of these indexes indicates the types 
of analyses which are needed if researchers are to be given access to 
basic sources. Some of Merriam’s indexes are devoted to exterior physi- 
cal features of the discs and albums and to circumstances surrounding 
the making of the recordings. On the other hand, extensive analyses of 
contents were involved in indexing stylistic aspects of the music (e.g., 
the use of melisma, hocketing, multiple meter, and other stylistic and 
structural features), Merriam believes that among the resources for the 
study of African music “discography is certainly among the more valu- 
able and, at the same time, the most neglected of resource^."^^ The 
same could probably be said of other areas of research in non-Western 
music, 
DESCRIPTIVE DISCOGRAPHY 
Within scientific discography, descriptive discography serves as the 
means of recording the results of analysis. Thus, a clarification of the 
science of description is dependent on the ground rules which are es- 
tablished for analysis, Describing the physical nature of the artifact is 
one thing; recording the analysis of the content of the recording is an- 
other. It would seem that rules for physical description could be stan- 
dardized without too much trouble, 
Progress has been made in establishing a vocabulary for descriptive 
discography. The terms have developed almost by accident and no at- 
tempt has been made to relate terminologies to bibliography. Such 
terms as these are used by discographers: air check, master, matrix 
number, dash number, dub, metal parts, label, pressing, take, test 
pressing, and acetate. It can be expected that some sort of glossary of 
discographical terms will shortly be forthcoming from either the Asso- 
ciation for Recorded Sound Collections or the International Association 
of Sound Archives. The standardization and definition of terms now in 
use (not to mention the need for a more extensive descriptive vocabu- 
lary), is basic for future progress in discography. 
Description operates at different levels which are governed by the 
function of the description. Systematic discography generally requires 
descriptions with much less detail than those required to record disco- 
graphical analyses. But regardless of the level of description, there are 
three aspects to description: the physical object must be described (to 
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the extent that it can be at  least identified), the labeling of the artifact 
must be recorded (and corrected or amplified if necessary), and the 
material recorded must be identified if this does not emerge from the 
labeling. 
Even in the most minimal description (i.e., a description intended 
only to identify or locate copies), unexpected problems often emerge. 
Problems in this area are not restricted to older material. In fact, they 
have been aggravated by LP reissues of older 78 rpm material and by 
pseudo-stereo reissues of material first recorded and issued in mono-
phonic form. For a discussion of the extent of false labeling, see David 
Hall’s “Record-Industry Notes.”31 
It is generally assumed in discographical description that a “perfect 
copy” is being described. That is, one description serves to identify an 
entire pressing (which may range from a few hundred to hundreds of 
thousands of copies). The only exceptions to this are the descriptions 
used in auction and sales catalogs. The physical state of the individual 
copy is, however, much more important in discography than it is in 
bibliography, but for different reasons. The book is obviously not dam- 
aged in its being read, but the sound recording begins to deteriorate 
with its very first playing and this deterioration (though often minimal) 
continues with each subsequent playing. Since most discographies do 
not locate copies, the state of the individual copy does not seem to be 
important except in local controls. But researchers are increasingly in- 
sisting that documentation must include the location of copies. It may 
be that some generally accepted code is needed to describe the physical 
condition of individual copies. 
SYSTEMATIC DISCOGRAPHY 
Richard Shoemaker wrote that it is the function of systematic (or 
enumerative) bibliography “to bring order out of By and 
large, discography as it is known today is the result of efforts in this 
direction. To paraphrase from a speech by A. W. Pollard, the job of the 
discographer is “primarily and essentially the enumeration of sound re-
cordings. His is the lowly task of finding out what sound recordings 
exist, and thereby helping to secure their preservation, and furnishing 
the specialist with information as to the extent of the subject-matter 
with which he has to 
The structure of order and the dimensions of chaos require some 
comment. The order or system needed to serve one type of researcher 
or user may become chaos when it attempts to serve the needs of an- 
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other type of researcher, Whether or not discography can develop as a 
science that transcends the parochial interests of the specialist (e.g., 
the jazz historian or the student of twentieth-century performance 
practice) while at the same time serving the needs of all specialists and 
non-specialists will depend on the extent to which generally valid prin- 
ciples of description and systematization can be established. 
The dimensions of chaos have increased exponentially since the in- 
troduction of the tape recorder and the proliferation of instantaneous 
recordings. The assumption has been, at least until recently, that sys- 
tematic discography should be confined to material which has been 
commercially produced and distributed, An examination of applied SYS-
tematic discography indicates that by and large this has been the case. 
However, the definition of systematic discography precludes the exclu- 
sion of material because of its status as commercial or non-commercial; 
both types of material contain “ideas” and if either is excluded the dis- 
cography is surely incomplete-except, of course, in national and trade 
discography. 
The problem of instantaneous recordings was discussed by D. RUS-
sell Connor at the first annual conference on discographical research, in 
his paper “What is Discography: Its Goal and Methods?” Connor men- 
tioned the “record ban” ( the period between July 1942 and September 
1944 when members of the American Federation of Musicians did not 
record). The documentation of much of the popular instrumental mu- 
sic and jazz of this period exists only in instantaneous recordings made 
by amateur collectors; but this was an unusual case. As to the general 
approach to instantaneous recordings, Connor wrote that “the discogra- 
pher should strive for totality, completeness, definitiveness” and “in- 
clude electrical transcriptions, air checks, movie soundtracks, unissued 
material, privately-recorded concerts, and other performances. In short 
. . . the discographer should attempt to put on paper the whole range 
of ‘recorded’ work, whether done in or out of commercial studios, 
whether preserved by professionals or 
Connor asked for this completeness within a framework of selectivity 
established by the discographer. Universal discography has been and 
will remain beyond reach, and systematic discography for a long time 
to come must be content with a relatively small part of the whole. The- 
oretically and technically, universal discography is possible; it only 
requires that the various subsystems be compatible, that they be com- 
puterized, and that they be linked. This is not exactly news, and as 
William Weinberg wrote: “Our most pressing need is the development 
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of a computerized cataloguing system which will incorporate the exist- 
ing collection and new acquisitions, and eventually permit the develop- 
ment of an inter-institutional information system with cooperating col- 
lections throughout the nation.”34 Weinberg was referring to the collec- 
tion of the Institute of Jazz Studies, but his statement applies to the 
field of systematic discography as a whole. Until these computerized 
networks are established, one will have to deal with more-or-less tradi- 
tional approaches to discography. 
DISCOGRAPHICAL ELEMENTS 
Before turning to the arrangement of systematic discographies, one 
needs to briefly consider the problem of description. The nature and 
extent of a discographical description found in a systematic discogra- 
phy varies from the almost skeletal sort of entry found in trade lists 
(such as those published by the Schwann Company) to the relatively 
detailed type of entry found in The World‘s Encyclopaedia of Recorded 
These variations are obviously due to the various functions 
systematic discography serves, It will be difficult to establish a stan- 
dard discographical style which can serve the needs of the trade and at 
the same time serve the needs of historical research. Nevertheless, stan- 
dards are needed. The panel on discographic techniques at the meeting 
of the Association for Recorded Sound Collections addressed itself to 
some of the problems of standardization. Miles Kreuger said that we 
need “totally objective and totally uniform method~logies.”~ In the area 
of jazz, Walter Allen suggested the elements which should be included 
in a discographical description: ( 1) names of performing artists; (2 )  
date and location of recording (i.e., actual place of recording process, 
not location of “publisher” as identified in imprint); ( 3 )  lists of com- 
plete personnel; (4)matrix number; ( 5 ) identification of takes, if more 
than one, and identification of those issued; ( 6 ) titles of compositions 
performed; ( 7 ) names of arrangers; (8) playing time; and ( 9 )  when 
dealing with reissues, comparisons should be made with the original 
recordings.3 
Discographers in other specialized areas would undoubtedly have 
additions and changes to make in Allen’s list; discographers of classical 
music, for example, use composers’ names as a basic organizing princi- 
ple. What is needed is a complete list of all potentially useful disco- 
graphical elements. B. C. Vickery, in Techniques of Information Re-
t r i e ~ a l , ~ ~dealt with a similar problem as it relates to the print media 
when he drew up a list of bibliographical elements. A list of disco- 
JULY, 1972 [ 1171 
GORDON S T E V E N S O N  
graphical elements would probably include most of what Vickery listed 
for print materials along with other elements peculiar to sound record- 
ings. For example, the field of physical form would need to provide for 
the identification of all forms of sound artifacts and would probably 
require as many as thirty or more subfields. This is not the place to 
begin to draw up such a list, but an inventory of all potential elements 
is necessary before standards for description in systematic discography 
can be established. 
THE ARRANGEMENT OF DISCOGRAPHIES 
An examination of the systems currently used to organize discogra- 
phies shows that there is no single system which can serve all students 
and users of recorded sound. What has developed is a series of ap- 
proaches, each designed to serve the needs of the users of a specific list; 
the needs of users are quite diverse. A complete list of the potential 
methods of organizing discographies would be essentially the same as 
a list of discographical elements (assuming that this list included ele- 
ments from both the static and the dynamic dimensions of sound re- 
cordings). 
The following systems have been used to organize discographies: 
( 1) alphabetical based on composers’ names; (2 )  alphabetical based 
on titles of works recorded (or, in the case of collections, titles of col- 
lections); ( 3 )  by country or place of origin (i.e., the physical location 
of the manufacturer of the recording); (4)by country of origin (i.e., in 
terms of content, such as French music, German music, etc.); (5) nu-
merical based on matrix numbers; ( 6 )  numerical or alpha-numeric 
based on manufacturers’ catalog numbers; ( 7 )  chronological by date of 
publication (i.e., date of actual issue); (8) chronological by date mate- 
rial was recorded (i.e., date of recording session); (9)  chronological 
by date of composition of material recorded (e.g., classical music ar- 
ranged by period); (10) arrangement based on some qualitative stan- 
dard comparable to the “best books” type of bibliography; (11)alpha-
betical based on names of performers or performing groups; (12) phys- 
ical form (disc, tape, etc.); (13) subject in the case of non-music re- 
cordings, by form in the case of music (e.g., a discography of the sym-
phony); (14) names descriptive of the performing media (e.g., discog- 
raphy of recordings of flute music); ( 15) status in the trade (e.g., out- 
of-print recordings); and (16) arrangement based on authors of texts 
(e.g., a discography of recordings of settings of Goethe’s poems). 
Miles Kreuger has noted that there are, in fact, only three broad 
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types of discographies: (1)numerical discographies (e.g., matrix num- 
bers); (2 )  artist discographies (individuals or groups); and (3)  the-
matic discographies (i.e., all available recordings on a single and spe- 
cific theme, such as the American musical theater).3 Arrangement by 
names of composers is a subsystem within the thematic category. The 
various types identified may be found individually and in various com- 
binations. Within a selected theme, the records may be first grouped by 
names of performing artists; within the artists’ sub-groups, the materi- 
als may then be arranged by matrix numbers; indexes by titles and 
composers may then be included. 
NATIONAL AND TRADE DISCOGRAPHY 
In this issue of Library Trends, Donald Robbins surveys the current 
state of national and trade discography, with special emphasis on the 
United States. Suffice it to say that national discographical controls 
have developed quite arbitrarily and that the best sources seem to be 
the trade sources. The immediate future of national discography in the 
United States is bright, since there is now an interim copyright law that 
requires depository copies. When there is access to published catalogs 
of copyrighted sound recordings there will, for the first time, begin to 
be near-complete controls over commercial products. The inner struc- 
ture of this copyright discography is obviously of great importance to 
all discographers. 
The limited number of current national discographies and general 
trade lists (and their limited information content) means that for refer- 
ence, research, acquisitions, and future documentation it is necessary 
for institutions to collect current manufacturers’ catalogs. Quarterly 
listings of these and the national discographies may be found in Notes, 
the journal of the Music Library Ass~ciation.~~ 
The demands of the record industry have generated special types of 
trade listings which seem to have an importance quite different from 
any type of listing known to the book publishing industry. To serve 
radio stations and record shops, several periodicals list the “top ten,” 
“top forty,” and “top one hundred” in record sales. These lists are 
regular features of such trade periodicals as Billboard and Cash Box. 
Recently a new international version of this approach has been made 
available. Charts Limited, of London, publishes a weekly compilation 
of world-wide record sales in a publication called, quite appropriately, 
The Charts.s8To the sociologist-it seems there is not yet a discipline 
which could be identified as the sociology of music-and the historian 
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such lists are invaluable sources. Back files of these discographical 
sources will need to be collected if future historians are to be given a 
reasonably complete picture of our musical culture. Apparently there is 
already some historical interest in this material, for in 1971 Billboard 
carried an advertisement for The Miles Chart Display,39 a massive col- 
lection of “charts” for nearly 10,000popular recordings issued between 
1955and 1970. These are, literally, charts or graphs. 
THE OUT-OF-PFUST MARKET 
The traffic in out-of-print recordings has not been studied in any de- 
tail; indeed, if it has been studied at all, the results have not been pub- 
lished. At the 1971 meeting of the Association for Recorded Sound Col-
lections, Steven Smolian read a paper on “The Art of Phonograph Rec- 
ord Appraisal,” and touched on this subject as it relates to the problem 
of appraising the value of sound recording collections for the purpose 
of Federal tax deductions (i.e., in the case of donations to libraries and 
other non-profit organizations ) .40 The appraisal of out-of-print record- 
ings is based on current market values. There is no single, major source 
for such information; nothing comparable, for example, to American 
Book-Prices Current and the like. The materials change hands largely 
through auction lists and dealers’ catalogs, and there is a world-wide 
t ra5c in these rare and out-of-print materials. For the most part, the 
field is fragmented by areas of collecting interest, each of which has its 
own channels of information. In the field of classical music, one begins 
by examining the pages of High Fidelity, The Gramophone, Records 
and Recording, and other periodicals for announcements of dealers’ 
catalogs. One of the best such catalogs in the area of classical music 
(with the main emphasis on vocal recordings) is said to be the one 
produced by “Discor,” a record dealer in Buenos A i r e ~ . ~ ~  There are nu- 
merous sources for the areas of jazz and country and western music. The 
Disc Collector, which is devoted exclusively to the discography of 
country and western music, occasionally includes an auction list, and 
frequently supplies information on sources for current auction and 
sales lists.42 Sources for jazz and related areas can be traced through 
the pages of the numerous specialized periodicals devoted to jazz dis- 
cography, including Record Research and R.S.V.P.(New Y ~ r k ) ~ ~  
(London).44 Each issue of Notes includes a brief listing of catalogs of 
dealers in both new and out-of-print recording^.^' 
At present little can be said about this out-of-print market other than 
that it lacks discographical controls and that its connection with the 
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world of libraries is quite remote. It seems that most libraries and ar- 
chives in the United States depend largely on donations (a t  least when 
it comes to building historical collections ) , An enterprising discogra- 
pher would perform a service by compiling an extensive annotated and 
classified bibliography of sources for rare and out-of-print recordings. 
SYSTEMATIC DISCOGRAPHY BY GENRE 
Lacking a better term, one may refer to the various types of music as 
identified by audience interest as genre. By this is meant the categori- 
zation of sound recordings by such terms as popular, classical, jazz, and 
the various forms of folk music. All of these categorizations (and many 
other classes and sub-classes) create problems and are surely suspect in 
any scientific classification. On the other hand, the field has divided 
itself into these areas and each seems to define a specific channel of 
discographical communications. Three such major areas will be dis- 
cussed: classical music, country and western music, and jazz. 
CLASSICAL MUSIC 
Surveys of the systematic discography of classical music are available 
in Vincent Duckles’ “Music Literature, Music, and Sound recording^,"^^ 
and Edward Colby’s “Sound Scholarship: Scope, Purpose, Function, 
and Potential of Phonorecord archive^."^ Here, only a few representa- 
tive projects which indicate general trends in the control of this mate- 
rial will be mentioned. 
Two types of lists seem to dominate this field: discographies of works 
by specific composers and discographies of the output of specific per- 
formers. The trend has been toward increasing refinements in disco- 
graphical detail and thoroughness in coverage. The major outlets for 
the publication of these discographies are the journals devoted to clas- 
sical recordings. Some of the finest complete retrospective discogra- 
phies may be found in Recorded Sound, the journal of the British Insti- 
tute of Recorded Sound. The discographical style used in Recorded 
Sound is exemplary; see, for example, Harry Anderson’s “Josef 
Lhkvinne Di~cography”~~  and Jerrold Moore’s “An Elgar Discogra- 
ph~ . ’ ’~?A new and most valuable service of Recorded Sound is the pub- 
lication of a series of discographies of works of living composers. These 
are being prepared in cooperation with the composers, and probably 
come close to being definitive. They include both commercial and in- 
stantaneous recordings, and recordings in the composers’ collections and 
in the archives of the institute. 
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Among the discographies in recently published monographs, Steven 
Smolian’s discography of the works of Gabriel Faur6 is generally con- 
sidered one of the finest products of the genre.48 J. F. Weber, of Utica, 
New York, is producing and publishing a remarkably fine series of dis-
cographical monographs which seem to be the most definitive discogra- 
phies available in the various areas they cover.49 The numbers in the 
series (of which ten have been published to date) aim at completeness; 
they update and expand listings in the Worlds  Encyclopaedia of Re-
corded Music. The series includes complete discographies of Loewe, 
Franz, Mahler, and Bruckner; other discographies in the series are de- 
voted to compositions in specific forms or performing media (e.g., 
Schubert’s Lieder, Mendelssohn’s vocal music). 
A recent issue of Phonographic Bulletin, the journal of the Interna- 
tional Association of Sound Archives, carried news of some important 
discographical work Gerald Gibson has underway at the Sibley Music 
Library. Access to contents of collections has been a serious problem, 
especially since the introduction of the LP disc recording. Gibson’s 
project is “An Annotated, Indexed Discography of Anthologies of West- 
ern Art Music in Series on Record, Released Between 1900 and 1970, 
Excluding Those with Performer Or i en ta t i~n .”~~  The scope of the proj- 
ect is evident in Gibson’s list of approximately 100 series he intends to 
analyze. Gibson wrote: 
The purpose of this thesis is to make accessible the contents of recordings
of western art music in scholarly series, released between 1900 and 1970. 
The reason for this inaccessibility is, in large measure, due to the general 
acceptance of cataloging rules that specifically rule out the making of 
numerous composer-title analytics. I shall furnish access to the contents of 
these recordings in the following ways: title of series, title of album, com- 
poser, title of composition, performer, fixed instrument location (i.e., pipe 
organ, electronic music studio, etc.), source of music used for recorded 
performance, and annotator of program notes. In addition, information on 
reviews and basic content and length of the liner notes will be included 
with each main entry.60 
In the field of classical music discography, one wonders if there will 
be a time when thematic indexes and catalogs of composers’ works will 
include discographies as a matter of course. It could be argued that the 
recordings of works of pre-twentieth century composers are so volumi-
nous that separate indexes are needed for sound recordings. However, 
when dealing with works of composers active after 1900, one would 
think that an essential feature of any competent thematic index or cata- 
log would be the inclusion of references to at least those recordings with 
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which the composer was somehow involved (as performer, conductor, 
etc. ); furthermore, these references should not be limited to commer- 
cially produced material. In at least one case, the compiler of a the- 
matic index of the works of a pre-twentieth century composer provided 
discographical references. Yves G6rard‘s Thematic, Bibliographical and 
Critical Catalogue of the Works of Luigi Boccherini includes a selec- 
tive, critical di~cography.~~ This appears to open up a large, potentially 
useful area of systematic discography. Why not, for example, include in 
the Beethoven thematic index not only manuscripts and printed edi- 
tions, but also references to recorded performances which are particu- 
larly noteworthy for some reason; it is not unlikely that certain key per- 
formances have had much more of an impact on performance practice 
than have printed versions of the works. 
COUNTRY AND WESTERN MUSIC 
The commercially produced folk music of the United States has, un- 
til recently, received comparatively little attention from the academic 
community. Even today it has only a modest place in academic re- 
search, and almost no place at all in libraries. Lacking other satisfac- 
tory terms, scholars working in this area of rural, white, commercial 
music have adopted the vernacular and identify the genre by such 
terms as “country and western music” and “hillbilly music.” The history 
of this type of recorded sound is closely related to the rise of radio 
broadcasting in the 1920s, and, at the same time, the manufacture and 
distribution of sound recordings for special local and regional markets 
(i-e., the material frequently identified as “race records”). It is a vast 
area with rich potential for research. As yet, students of this music have 
not produced any major discographical efforts comparable to those 
which have attempted to document jazz and classical music on a large 
scale. As a field of discographical research, country and western music 
-using the term to identify the whole range of rural, white, sacred and 
secular music-is quite new. 
A fine summary of the state of country and western discography and 
a discussion of some of the mechanics of discographical research may 
be found in Norman Cohen’s “Computerized Hillbilly Discography: 
The Gennett Project.”62 Archie Green has identified three publications 
as ‘benchmarks in hillbilly di~cography.”~~ The first, published in 1931 
and of only historical interest today, is a list prepared by Lamar String- 
field for distribution to music club study groups in North Carolina. The 
second, which started publication in 1951, is the Disc Collector,*2a 
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small mimeographed periodical described as the official organ of the 
National Hillbilly Record Collectors’ Exchange. The third, and proba- 
bly the most important of the three publications, is the Newsletter of 
the John Edwards Memorial Foundation, which began publication in 
1965. There are doubtlessly more collectors’ newsletters and fan maga- 
zines, but apparently few libraries have collected them and they are 
quite fugitive. One outstanding example from this genre may be men- 
tioned. In the mid-l960s, Doug Jydstrup issued a t  least thirteen num- 
bers of his Blue Yodeler,j4 a periodical designed to “serve the collector 
of classic country music.” Jydstrup also planned a series of “special edi- 
tions,” of which at least one was published: Graham Wickham’s bio- 
discography of Tom Darby and Jimmie Tar1t0n.j~ In 1968 some of the 
fugitive sources of country and western discography were brought to- 
gether by the editor of the JEiMF Newsletter when he published a bib- 
liography of approximately fifty“numerical discographies” ( i.e., discog- 
raphies arranged by matrix numbers) which had been published over 
an eighteen-year period in various collectors’ and fan magazines.j6 
If one may judge by recent publications, outlets for folklore research 
are including an increasing number of studies involving the discogra- 
phy of country and western music. See, for example, Judith McCulloh‘s 
“Hillbilly Records and Tune Transcriptions” in Western Folklore;57 
Norman Cohen’s “Railroad Folksongs on Record-A Survey” in the 
N e w  York Folklore Quarterly;58 and Archie Green’s “Hear These Beau- 
tiful Sacred Selections” (a  study of sacred hillbilly music as recorded 
on the OK label during the period 1924-25) in the 1970 Yearbook of 
the International Folk Music That the Association for Re- 
corded Sound Collections does not intend to ignore this area is evi-
denced by the appearance, in its Journal of Walter Darrell‘s “Vernon 
Dalhart: His Rural Roots and the Beginnings of Commercial Country 
When the John Edwards Memorial Foundation’s newsletter ex-
panded to become the J E M F  Quarterly, country and western music 
found its major outlet for discographical research. In addition to the 
discographical studies published in the Quarterly, the foundation has 
an extensive program for collecting and disseminating discographical 
research. The JEMF Special Series includes discographies and bio-dis- 
cographies of Ernest V. Stoneman, Uncle Dave Macon, and Johnny 
CashmG1An indispensable source of information on current country and 
western music discography is “Bibliographic Notes of Interest,” pub- 
lished in each issue of the J E M F  Quarterly. The foundation is currently 
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involved in a major project to produce a computerized discography of 
material issued on the Gennett 
The important role of the John Edwards Memorial Foundation will 
probably not diminish the modest but persistent increase in the num- 
ber of smaller, independent discographical periodicals and series. As 
recently as 1971, the first number of Old Time Music was published in 
London. Edited by Tony Russell, it promises to maintain high disco- 
graphical standards. Among other materials, the first number contains 
“the beginnings of listings of the OK 45000 hillbilly series and the 
white performers recorded by the Library of Congress.”62 
As to current discographical controls, country and western music is 
better served by the W. Schwann Company than are other areas of 
nonclassical music. This is not saying much, but a t  least there is the 
Schwann catalog of Country and Western Tapes G Records, which lists 
(but  does not index) the contents of in-print LP collections. On the 
other hand, the idea that there is anything even close to complete dis- 
cographical control is shattered when one compares listings in an issue 
of Disc Collector with commercial trade lists. The Disc Collector is 
now largely devoted to current discography and reviews of new record- 
ings (45and 33%rpm discs). If one compares the January-February 
1972 issue of Disc Collector with Schwann monthly catalogs from the 
same period, he finds that Disc Collector included listings for fifty-four 
new country and western recordings, representing a large number of 
manufacturer^.^^ Of the manufacturers whose discs were listed in Disc 
Collector, seventeen were not included in the Schwann listings. Admit- 
tedly, these are relatively small independent companies producing ma- 
terial for what seems to be a small rural audience, but they are docu- 
menting some important aspects of music in the United States. I am not 
suggesting that it is the Schwann Company’s responsibility to list all 
sound recordings produced in the United States, since its responsibili- 
ties are to the dealers it serves, and it must structure its discographical 
services within an economic framework. 
JAZZ DISCOGRAPHY 
The origins and state of the discography of jazz have been discussed 
by Paul Sheatsley in ‘<A Quarter Century of Jazz Dis~ography,”~~ by 
Donald Kennington in The Literature of and by Derek Lan- 
gridge in Your Jazz Collection.66A very complete picture of the state of 
the art may be found in the published proceedings of the first and sec- 
ond annual conferences on discographical r e ~ e a r c h . ~  
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Jazz and its subsidiary forms have been well served by its discogra- 
phers, and to see the full potential of discography one must examine in 
some detail the products of this massive effort to document jazz on a 
world-wide scale. The main task has been the compilation of retrospec-
tive lists of various types. There are many methods used to organize 
jazz discographies, but the two basic types can be simply defined as the 
general and the specific. General discographies attempt comprehensive 
coverage of all material produced within a given period of time. This 
involves gathering information on thousands of discs manufactured by 
hundreds of companies and representing the work of thousands of mu-
sicians. The special discographies limit themselves to documenting the 
recorded output of one performer or one orchestra. It is obvious that 
problems emerge in the definition of jazz. Some discographers maintain 
rigid limits in order to exclude all popular music, others are inclined to 
accept certain styles (e.g., the music of the “big band” era of the late 
1930s and early 1940s) which are rejected by the purists. 
The function of the general comprehensive discographies is best un- 
derstood by comparing them to the classic bibliographies of United 
States printed materials, such as those of Charles Evans and Orville A. 
Roorbach. By and large, they are noncritical and attempt to identify all 
recordings issued within whatever framework is established to define 
jazz and its subsidiary forms. 
The general format of the large, classic retrospective discographies is 
an alphabetical arrangement by names of performers; recordings are 
arranged by manufacturers’ names and matrix numbers under each 
performer‘s entry. Little information is provided on the music (more 
often than not, only titles are given); but attempts are always made to 
identify the place and date of the actual recordings, the number of 
takes, and the names of all performers involved. The indexing varies; in 
many cases no indexes are provided, in others titles are indexed. 
The general discographies deal for the most part with material re- 
corded in the United States; but there are discographies which try to 
cover the complete output of other countries (e.g., Germany, Italy, 
Austria). Among the general discographies, Derek Langridge has sug- 
gested fifteen as being the “Principle Dis~ographies .”~~ Eight of these 
can be identified as the most basic sources of the discography of jazz 
and related fields of blues and gospel music: Hilton R. Schleman’s 
Rhythm on Records, the work of Charles Delaunay, Orin Blackstone’s 
Index to Jazz, Jorgen Grunnet Jepsen’s Jazz Records: 1942-1965, Dave 
Carey and Albert McCarthy’s The Directory of Recorded Jazz and 
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Swing Music, Brian Rust’s Jazz Records A-2: 1897-1942, John Godrich 
and Robert M. W. Dixon’s Bhes  and Gospel Records: 1902-1942, and 
Mike Leadbitter and Neal Slaven’s Blues Records: 1943-1966. The 
bibliographical history of some of these works is quite complex, and 
for details the reader should consult K e n n i n g t ~ n , ~ ~  who also discusses 
their inner structure. 
There are a number of other approaches to jazz discography which 
have made considerable progress in the past few decades. One ap- 
proach is to list all products of a specific recording company (fre- 
quently within some limited time period) or products issued in a 
specific publisher’s series. Two of the classic discographies of this type 
are Dan Mahony’s The Columbia 13/14OOO-D Series68 and Carl Kend- 
ziora’s “Perfect Dance and Race Catalog ( 1922-1930).”69 The record- 
ings are arranged numerically by matrix numbers. I t  remained for the 
indefatigable Brian Rust to compile the monumental The Victor Master 
Book, Vol. 2 (1925-1936).’O This numerical discography is not limited 
to jazz, but includes listings of all material issued on Victor Black- 
Label and Victor Bluebird discs from the beginning of the production 
of electric (“Orthophonic”) recordings until the beginning of a new 
system of matrix numbers-excluded, however, are “sides made spe- 
cially for nationals in America speaking other than the English lan- 
guage.” Volume one of the series, as yet unpublished, will be devoted 
to the material issued before 1925. 
Despite the impressive accomplishments of jazz discography, there is 
much work to be done. An important point is the source of the listings. 
Discographers have not always made it clear where they acquired their 
information. There is no doubt that many of the more comprehensive 
discographies are based on secondary sources ( i.e., manufacturers’ cat- 
alogs, files, advertisements, and the like). A definitive discography can- 
not depend on the accuracy of these sources and must collate them 
with the primary sources, the recordings themselves. 
The publication of special discographies devoted to the works of one 
performer or group is extensive. They are, however, quite difficult to 
trace through ordinary bibliographical channels, since they are fre- 
quently published outside of the book trade, and advertised and dis- 
tributed through special channels of jazz communication. The most re- 
cent bibliography of the literature about jazz, Carl Gregor Herzog zu 
Mecklenburg’s International Jazz Bibliography,?l identifies approxi- 
mately 250 discographical monographs published between 1919 and 
1968 and nearly 300 discographies published as appendices to histori- 
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cal, critical and biographical studies. Mecklenburg does not include 
discographies published in the periodical literature. It has been re- 
ported that the British Institute of Jazz Studies has in preparation a 
bibliography of discographies published since 1960.72Just how difficult 
the bibliographical control of discographies can be is illustrated by an 
examination of the published works of the prolific Danish discogra- 
pher, Jorgen Grunnet Jepsen. The International Jazz Bibliography lists 
forty-two of Jepsen’s discographies, but only ten of these could be 
traced in the published catalogs of the National Union Catalog. 
A continuing source of strength in the development of jazz discogra- 
phy has been its periodical literature. Kennington estimates that there 
have been from 200 to 300 of these little magazines (i.e., including 
those which have ceased publication.)73 This may be a conservative 
estimate, for their production is a world-wide phenomenon. Some of 
these periodicals are, or were, devoted exclusively to jazz discography; 
even those which are not oriented to discography occasionally produce 
some material related to discographical research. By and large, this lit-
erature lacks any bibliographical controls. If any library in the United 
States has attempted to build reasonably complete retrospective files of 
these sources, it has managed to keep its activities a secret. 
The systematic control of current jazz recordings in the United 
States is not much better than the control found in country and western 
music; some of the best current discographies are European. The Jazz 
Catalogue,74published by the periodical Jazz Journal, attempts to list 
all material manufactured and issued in Great Britain; but since much 
of the material on major United States labels is also issued in Great 
Britain, the Jazz Catalogue, which has appeared annually since 1861,is 
to a certain extent an international directory. Its discographical style is 
quite detailed when compared to other current discographies. In the 
case of reissues, the original sources are identified, a practice unknown 
to current United States jazz discographies. 
LOCAL CONTROL 
Sometime in the future when the term “local control” is meaningless, 
an ideal access system which links archives and libraries from New 
York to California will have been achieved. Until that time local con- 
trol is a central problem facing all reference and archival collections. 
There appear to be relatively few major collections in the United States 
which have complete control over their holdings. The hope offered by 
centralized cataloging and cooperative cataloging projects in compu- 
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terized systems is somewhat dimmed by the problems of establishing a 
format to serve the many needs of users of recorded sound. 
Some of these problems may be traced in the discussions of the draft 
of the MARC I1 format for sound recordings as reported in the pages 
of the Music Library Association’s Music Cataloging Walter 
Gerboth believes that the highest priority should be placed on those 
parts of the system which permit retrieval by subject content. He also 
believes that parts of the draft format “overstepped the bounds of cata- 
loging and entered the field of di~cography.”~6 If the MARC I1 format 
follows current Library of Congress cataloging practice it will incorpo- 
rate many features of the Anglo-American Cataloging Rules which are 
clearly unacceptable to many discographers and many music librarians. 
James Coover was disturbed to learn that manipulative programs will 
not be available to MARC I1 users, and said “we face the prospect that, 
in writing our own programs for our own special uses, we will end up 
with a proliferation of incompatible programs, mired in the kind of 
mess in which the sciences now find them~elves.”~~ Coover suggested 
that basic programs developed by Barry Brook in conjunction with 
Rilm7offer “our only real hope.” 
Considering the widespread dissatisfaction with the style of the Li- 
brary of Congress cataloging for sound recordings, one would think 
that it is time to find out exactly what the problems are and how they 
can be solved. It is clear that the most general complaint is directed to 
the treatment of collections which are not analyzed. This is a matter of 
great importance not only to reference collections but to all library col-
lections of sound recordings which include long-playing records. One 
solution to this problem is being offered by a new commercial card ser- 
vice, Cards for Records (310 West 86th Street, New York 10024). As 
described by Steven Smolian in “A New Development in Printed Cata- 
log Cards for the service will supply considerably more in- 
formation than Library of Congress printed cards along with cards for 
complete analytics. 
Other than the Anglo-American Cataloging Rules, there is no general 
code to deal with material at the level needed by researchers and seri- 
ous students. The numerous guides and handbooks which deal with 
sound recordings and other audiovisual materials are largely limited to 
whatever approaches seem adequate for small public libraries and high 
school libraries. Therefore, the forthcoming Codes de Catalogages des 
Enregistrements Sonores, the fifth volume of the International Associa- 
tion of Music Libraries’ Code Znternationul de Catalogage de la Mu-
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sique, is anticipated with much intere~t.‘~ Even though it is printed in 
three languages (including English), the first three volumes of this 
work have been ignored by librarians in the United States; perhaps the 
code for cataloging sound recordings will have a happier fate. 
No surveys have been made of the cataloging practices of the larger 
archives in the United States. Some insight into the nature of some of 
the highly specialized systems can be found in a few published reports. 
Besides the system worked out by Hugh Tracey for the published re- 
cordings of the International Library of African Music,28 there is infor- 
mation on systems used at the John Edwards Memorial Foundation 
and at the Archives of Traditional Music at Indiana University. The 
latter archives uses a system incorporating the classification scheme 
developed for the Yale University Human Relations Area Files to sup- 
ply some of the access points needed in an ethnomusicological collec- 
tion.sO The procedures manual used in organizing the country and 
western materials of John Edwards Memorial Foundation has been is-
sued;s1 these procedures are said to be broad enough in scope that they 
can be adapted to other collections. 
Although their catalogs have not been published, two institutions 
which have produced unusually high quality local controls should be 
mentioned. James Coover wrote of the card catalog of the 5,000-disc 
collection of the Music Department of Vassar College: “The quality of 
that cataloguing is exceptional. For almost every recording, catalogu- 
ing was done by actual audition with score in hand, and the call num- 
ber of that score was put customarily on the record catalogue card. In 
the case of works whose scores were difficult to locate, for those ap- 
pearing in Denkmaler or in appendices to literary studies, for example, 
even the precise page number was added to the call number on the 
record card. In many instances, variants among several performances 
of the same work, and their corresponding scores, were noted.”sz An- 
other catalog, said to be of unusually high quality, is the catalog of the 
Historical Sound Recordings Program of Yale University, which in- 
cludes matrix numbers, analytics, and other material not provided for 
in the typical “library style” cataloging. 
Of the various types of discography, systematic discography has 
made the most progress. It is also the division of discography which 
most urgently needs further development. For the immediate future, 
the development of general access tools and the cataloging and index- 
ing of local collections will remain the most important problem with 
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which sound archivists must deal. The computer, which seems to offer 
the answer to so many problems, is only now being used to provide 
access to sound recordings, and progress is slow. There are, however, a 
number of traditional approaches to access which are waiting only for 
discographers and institutions with the resources to get started and 
keep going. 
An urgent desideratum is a bibliography of discographies. This 
should include both discographies published as monographs and those 
published in the periodical literature. It should be a general bibliogra- 
phy, not limited by the type of material recorded or the physical form 
in which it is issued. Related to this is the need for a directory which 
lists in considerable detail the contents of all public archives. Such a 
resource guide will surely be an item of top priority with the Interna- 
tional Association of Sound Archives and the Association for Recorded 
Sound Collections. These same organizations also seem to be the best 
hope for national and international standardization. 
It is obvious that a system of identification based on (or similar to) 
the system of International Standard Book Numbers would be of great 
value in both national and international discographical controls. This 
problem was discussed at both the Leipzig (1970) and the St. Gall 
(1971) meetings of the International Association of Sound Archives, 
and apparently some progress is being made towards the establishment 
of such a system. It would be fortunate if it were started soon so that 
International Standard Sound Recording Numbers could be included 
in the early issues of the catalogs of copyrighted sound recordings. 
Another suggestion that needs to be investigated is the commercial 
feasibility of publishing catalogs of selected archives which, for some 
reason, are especially noteworthy (e.g., because of their holdings or 
because, like the Vassar College collection and the Yale collection, they 
have been cataloged with unusual care and thoroughness ) , The logical 
method of producing such catalogs would be the methods used by the 
G. K. Hall Company. 
Anyone wishing to learn the fundamentals of discography must turn 
to a large number of sources, most of which are quite complicated- 
even unintelligible-to the beginner. As a start, one could use a manual 
of practical discography which covers in detail the fundamentals of 
systematic discography. Perhaps in time some adventurous library 
school will even offer a course in the fundamentals of discography. Par- 
enthetically it can be noted that discography has managed to develop 
with little help from librarians and even less from library schools. For 
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almost forty years, the field has attracted men and women of remarka-
ble industry, imagination, and even genius. “We find here,” as Georg 
Schneider wrote when discussing bibliographers, “a gallery of various, 
sometimes fascinating personalities, including scholars and wits, 
dreamers and men of action, idealists and practical people, as well as 
the hermit and the ~ o r l d l i n g . ” ~ ~  A tremendous debt is owed discogra- 
phers for the work they have done and continue to do; but it is now 
time for the library profession to begin to support their work and con- 
tribute in a substantial way to the furthering of major discographical 
projects which are beyond the ability of the lone discographer. 
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EVENA S  Paul Otlet and Henri La Fontaine were 
beginning work on their ill-fated universal bibliography in the 1890s, 
pioneers Thomas A. Edison and Emile Berliner were developing a new 
form of information storage with attendant problems of control un- 
dreamt of by the two bibliographers. In 1877, Edison gave his first 
successful demonstration of a “talking machine.” By the second decade 
of the next century, the new science of phonographic reproduction had 
given birth to a burgeoning industry. More recently, the invention of 
magnetic tape recording and reproducing devices and the introduction 
of the long-playing disc record have given impetus to the proliferation 
of aural documents. 
Precise world-wide figures on the extent of this proliferation are un- 
available; however in the United States a reasonable estimate can be 
made of the annual production of LP disc recordings. Standard U.S. 
trade sources list approximately 6,000 new titles annually with the total 
in-print titles approximately 35,000. These figures represent only part 
of the production of sound recordings of one country. More precise fig-
ures may be available soon, since the new copyright law implemented 
in 1972 requires depository copies. At the present time, the Library of 
Congress annually receives approximately 5,000 new titles as gifts from 
manufacturers. It is even more dif€icult to estimate the number of 45 
rpm disc recordings produced annually; but these, and indeed all types 
of commercial sound recordings, are covered by the new copyright law. 
In addition to recordings produced commercially, there are unknown 
quantities of noncommercial material, much of which is put into ar- 
chives and libraries. The control of this type of material is beyond the 
Donald C. Robbins is Music Cataloger, Cornell University Libraries, Ithaca, New 
York. 
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scope of the present survey, which is devoted exclusively to the biblio- 
graphic control of in-print, commercially produced material. 
The startling, unexpected, or unnoticed growth of this new form of 
document has contributed to the problem of control; lack of legal de- 
posit in many countries has compounded the problem. If there was 
ever an opportunity for international control, it has passed. Clough 
and Cuming,l working from 1936 to 1955, managed to include the top 
15 percent of recordings of Western serious music. UNESCO once 
seemed to be the logical body to coordinate bibliographic efforts di- 
rected to the control of sound recordings as well as print, but practical 
considerations have apparently prevented much help from that quar- 
ter. However, the International Association of Sound Archives, founded 
in 1969, offers hope for improved efforts for international control. 
Although control of recordings lags behind that of books, the picture 
is far from hopeless. There are a number of valuable bibliographic 
tools, with promise of more to come. Some of the best tools are the 
trade lists, since the record industry’s continued existence depends, af- 




The one list which almost every music librarian, record dealer, music 
lover, and collector probably knows best and depends on the most for 
current information is the Schwann Record G Tape Guide.2 Since the 
unfortunate demise of the Long Schwann has had the field to 
itself. The great success of this catalog is due to a number of factors. 
First, it was offered to the public at the right time-that is, at the time 
the record industry was beginning to switch from 78 rpm to 33%rpm 
recordings. In the late 1940s, William Schwann recognized the need for 
an in-print listing of LP discs and prepared such a list for use in his 
own record shop. He was soon asked to provide copies for other deal- 
ers, and within a few years his catalog had become virtually indispens- 
able. The price of the catalog has been kept low (seventy-five cents per 
monthly issue at the present time), and editorial standards have re- 
mained high. The number of errors in Schwann appears to be quite 
small. A more elaborate bibliographical apparatus might be desirable 
for some uses, and there are trade sources which provide this; but they 
are accompanied by considerably higher costs. 
The &st issue of the Schwann catalog was a 26-page list, which in- 
cluded about 600 records on 11labels; today’s catalog is approximately 
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300 pages with an estimated 45,000 entries on more than 750 labels. 
This last figure is somewhat misleading, however, since it includes 
many labels (such as Vox, Turnabout, and Candide) which are subsid- 
iaries of one parent firm, To keep the monthly publication at a reason- 
able size, some record categories have been moved to a semi-annual 
Schwann Supplementary Record G Tape Guidea4 This publication lists 
records of more specialized interest, of limited availability, or those less 
subject to change. These categories include religious music, the spoken 
word, recordings of popular music more than two years old, all mon- 
aural recordings, and international folk and popular music. This last 
category has probably the best coverage in its field, and its continued 
inclusion is to be hoped for, although its future seems to be uncertain 
at  the present time. 
There are also separate Schwann catalogs of country and western 
music and children’s recordings; an artist listing is issued at irregular 
intervals. Tape numbers were first listed early in 1971 for eight-track 
cartridges and cassettes, and the first issue of 1972 had an introduction 
of listings for quadrasonic records and tapes. 
The Schwann catalogs are not sold by subscription, either to individ- 
uals or libraries, but are distributed through record shops and dealers. 
However, single issues may be ordered from the publisher if they are 
unavailable locally. Although there are probably few librarians who are 
unfamiliar with the various Schwann publications, a brief description 
might be useful. The main section of the monthly catalog, comprising 
about two-thirds of each issue, is the main listing by composers’ names. 
Collections and anthologies comprising works of more than one com- 
poser are in a separate section; no analytics are provided for these col- 
lections, except for works by American composers. The contents of a 
collection are listed only with its first appearance in the new release 
section. Thereafter the contents note is omitted; but subsequent entries 
for the collection include the date of its first listing, thus making the 
contents accessible to those with a backfile of catalogs. 
The method of citing collections might be the Schwann monthly cat- 
alog’s weakest point. For example, some recordings by the New York 
Pro Musica are listed under “Choral” and some simply under the group 
name, while the contents of both are equally “choral.” The “antholo- 
gies” category is also rather mystifying. One wonders why the unlisted 
Baroque Music of Ztaly is less an anthology than the listed Music of 
Shakespeare’s Time. The listener wishing a collection of harpsichord 
music will find this category listed, while one desiring harp music must 
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search for the names of individual performers. A somewhat different 
format has been introduced in the special catalog devoted to country 
and western music where the contents of all collections are listed. 
All Schwann catalogers have musical training, and two of the four 
are professional librarians, Each issue includes a statement that all in-
formation is supplied by the manufacturers, but most manufacturers 
supply copies of the records. These are useful when the catalogers have 
to decide, for example, which Mozart symphony is actually recorded 
when the only information on the record jacket or in the manufactur- 
er’s announcement is that it is “in D major.’’ 
The method of producing the Schwann catalogs is in transition. I t  is 
expected that the printing will soon be handled by electronic data pro- 
cessing and photo-typesetting equipment. The conversion began with 
the Fall 1971 supplementary catalog which was prepared “with the use 
of a Digital Computer PDP-10, a Fototronic CRT, and an ECRM Opti- 
cal S~anner.’’.))~ The new format provides more legibility and easier use. 
On the whole, the Schwann catalog is a most valuable bibliographi- 
cal tool. Revamping in some of the areas mentioned above would make 
it even more so. Completeness of coverage and promptness of listing 
are difficult to measure, but some attempts at evaluation are presented 
below. 
Until tapes were listed in the Schwann catalog, The Harrison Cata-
log of Stereophonic Tapes5 was the only lower-priced service ( $ 5 per 
year) to deal with this category of recordings. This bimonthly publica- 
tion is still the only source for open reel tapes. The Harrison catalog 
has separate sections for cassettes, eight-track cartridges, and open reel 
tapes. Each section is subdivided into such categories as popular music, 
shows, Hawaiian music, language lessons, children’s records, and classi- 
cal music. Each issue of the Harrison catalog also features a section 
devoted to new issues. 
A much more elaborate service than either of the preceding is Pho-
noZog.6 This is a loose-leaf system which is updated three times each 
week. Over 500 labels are covered, including classical and popular re- 
cordings, LPs, 45 rpms, cassettes, and cartridge tapes. The service in-
cludes a weekly report of all records scheduled for release that week. 
The listings are separated into classical and popular music, with title 
sections for special categories, e.g., “Hawaiian” and “Latin American.” 
Main entries are by title, not by composer as in the Schwann catalogs, 
and here is listed the most complete information for each record. This 
system works well for popular records, but requires innumerable en- 
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tries for such classical categories as “sonata” and “symphony.” This dis-
advantage is somewhat offset by a classical composer section, which is 
a cross reference list, but it is still necessary to refer to the title entries 
for ordering information. There are also artist listings for both classical 
and popular performers, 
A unique feature of Phonolog is the use of symbols indicating the 
most recent recording of a particular title. Two other features of this 
service, which make it indispensable to dealers and to libraries seri- 
ously interested in popular music, are its inclusion of 45 rpm singles 
and its complete analytical entries for both classical and popular music 
collections. The cost of the service is $135a year with an initial charge 
of about $35 for the binder and basic pages. Some of the larger li- 
braries (among them the New York Public Library, the Detroit Public 
Library, and the Los Angeles Public Library) find enough advantages 
in the system to warrant its purchase. 
Another service by the same publisher is the One-Spot Numerical In- 
dex.? This service lists all classical and popular LP and EP (extended 
play) albums in numerical sequence by the manufacturers’ catalog 
numbers; complete contents are included. Revised pages are issued bi- 
weekly. The same publisher issues a Weekly New Release ReporteT 
and a Monthly Popular Guide, Both of these have title and artist sec- 
tions and cover only recordings of popular music. The cost of any of 
these One-Spot services is $4 per month. 
Recordaids offers separate services for classical and popular records. 
The classical section is issued four times a year and has listings by title 
with classical categories, e.g., concertos, symphonies, subdivided by 
names of composers. The opera listings are provided with subtitles for 
individual arias. The popular section of this service is bimonthly and 
consists of an artist listing of singles and albums. This is updated by 
Rush Release, a cumulation of new issues. Other parts of this service 
include a quarterly listing of titles and two catalogs of older selections, 
one arranged by title, the other by artist. Recordaid includes listings 
for LPs, 45 rpms, cassettes, and cartridge tapes. 
Some imported records are listed in all of the above catalogs; that is, 
those labels which are widely distributed in the United States, such as 
Phillips, Deutsche Grammophon, and Telefunken, may be found. On 
the one hand this is understandable for lists designed to be useful pri- 
marily to record dealers, since the inclusion of records available only in 
limited quantities or from specialized dealers would be of little use. On 
the other hand, it seems that some imported material, which is neither 
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particularly esoteric nor difficult to acquire, is not listed in U.S. trade 
sources. For instance, Peters International, Inc., imports records manu- 
factured in fourteen countries on almost one hundred labels, with some 
of the major European manufacturers represented in their catalog, e.g., 
the EM1 Group, CBS International, and Polydor. Some of these are ba- 
sic sources providing material not available on any domestic label, e.g., 
the material on the Toshiba label from Japan, Ducretet Thomson from 
France, Odeon from India, Italy, Spain, Greece, and Denmark. Appar- 
ently Peters International, Inc., has to disseminate information about 
these imports themselves. An advertisement for their catalog, Imported 
Records G Tapes,9 indicated it contained over 4,000 recordings not 
listed in the Fall 1971 Schwann Supplementary Record G Tape. Guide. 
Other sources of information on imported records are in catalogs of 
specialty shops. Among these is the Four Continents Book Corporation,1o 
which lists records imported from Russia in two catalogs, both pub- 
lished in Russian and English: Catalog A is for classical music; Catalog 
B is for folk music, jazz, operettas, drama, children’s records, and bird 
songs. The classical catalog has categories for symphonies, operas, ora- 
torios, and ballets. 
Another US.trade source is the weekly newspaper Billboard.ll This 
catalog contains a weekly listing of new record releases, both classical 
and popular, which purports to list the titles during the week of their 
release. A small point of contention is the fact that information is 
printed without editing, exactly as furnished by manufacturers; there- 
fore, entries such as Works of PdI Kadosa and Landowsku Plays Bach 
appear alphabetically in the listings under “ W  and “L,” respectively. 
This may not be a serious problem, since the lists are relatively short 
and can be easily scanned. 
Since currency is important in evaluating any trade bibliography, a 
comparison was made between 150 new classical releases noted in Bill-
board and the dates these titles first appeared in the Schwann catalog. 
The titles were selected from the April and May 1971 issues of Bill-
board. Twenty-two of the Billboard listings were found in the previous 
month‘s issue of Schwann; sixty-two appeared in Billboard and 
Schwann during the same month; sixty-five of the Billboard items were 
found in the following month‘s Schwann; and one item turned up in 
Schwann two months after its listing in Billboard. Since Schwann is 
only published monthly, this seems to be an excellent record. In this 
brief comparison, it was found that discs issued by the same manufac- 
turer tended to cluster around the same dates, which suggests that the 
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main determinant is when the information is submitted by the manu- 
facturer. 
Although it is not a trade list, the invaluable “Index to Record Re- 
views,” compiled by Kurtz Myers and published as a regular feature in 
Notes,12 should be discussed. All record reviews from more than a 
dozen periodicals are indexed quarterly. The citation for each review 
has a symbol indicating whether the review is favorable, unfavorable, 
or noncommittal; also, the reader’s attention is called to reviews “of suf- 
ficient length and probity to warrant special attention.” The identifica- 
tion of works in this bibliography may be considered definitive-in- 
deed, these are probably the most detailed and accurate listings avail- 
able. This is also one of the few sources to include LC card numbers. 
That some works are entered with the designation “no reviews” indi- 
cates that there is an attempt to provide a fairly complete listing of 
new releases, at least for classical music. The indexes were cumulated 
in book form in 1956,13but there have been no subsequent editions. 
FOREIGN 
For this survey, a systematic examination of all foreign trade sources 
was not undertaken. However, to give some idea of trends in Europe, a 
brief discussion of several major sources from Germany and Great Brit- 
ain, each of which has valuable in-print listings for records, will be 
given. 
A German publication, commonly known as the “Bielefe1der,”l4 lists 
records from 77 labels. It contains about 500 pages, making it consider- 
ably larger, but listing far fewer records than the Schwann catalog. 
The Bielefelder is issued semiannually and is compiled with the thor- 
oughness expected from a German publication. The main listing is the 
composer section, with complete analytical entries. Cross references are 
provided for composers such as Hermannus Contractus and Jacopo da 
Bologna. Tape numbers are given where applicable. 
In the Bielefelder, new releases are not listed in a separate section, as 
in the Schwann catalog, but are indicated by a dot before the entry. 
This makes the catalog somewhat awkward as a selection tool. Prize- 
winning records are identified by a crown, and historic performances 
by a triangle. There are also sections for Christmas music and artist 
listings. Separate catalogs are issued for jazz and spoken records. 
In Great Britain, the “Gramoph~ne”~~ as it is called, is roughly equiv- 
alent to the Schwann catalog. It is published quarterly with separate 
catalogs for classical music, popular music by titles, and popular music 
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by artists. In the classical catalog, the works of each composer are ar-
ranged into subsections for orchestral music, chamber music, and other 
formal categories. Analytics are provided, and sixty-two labels have 
been listed in recent catalogs. New releases are incorporated into the 
main listing and are indicated by a star. As with the Bielefelder, this is 
not the best arrangement; however, the Gramophone format seems to 
permit easier identification of new releases. A dot before an entry indi-
cates that the record is being discontinued and is being listed for the 
last time. There are special sections for operas, subscription sets, Indian 
music, Oriental music, and even for specific organs. Works from such 
historical sources as the Fitxwilliam Virginal Book and the Old Hall 
Manuscript are identified by appropriate sigla. 
Some of the larger European recording companies maintain their 
own distribution channels in the U.S. so their records are listed in U.S. 
trade lists. Still other smaller companies are represented on such Amer- 
ican labels as Nonesuch, Columbia’s Odyssey, and RCA’s Victrola. 
What percentage of foreign recordings are sold on the American mar- 
ket and listed in U.S.sources? A partial answer is provided by the 
following comparison. 
The new classical releases from the Gramophone for September 
1970, and the Bielefelder for the second half of 1970, were sought in 
both the regular monthly Schwann catalog and the supplementary cat- 
alog for a year after the dates of their release in Europe. The results 
were: 
TABLE 1 
COMPARISON OF CLASSICALOF CITATIONS RELEASES 
I Gramophone 1 Bielefelder 
no. percent no. percent 
Found in monthly Schwann 
Found in Schwann supplementary catalog 
Listed first in Schwann 






















Although the scope of this comparison was not large enough to pro- 
vide definitive information, it does suggest that at least half the classi- 
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cal recordings issued in Germany and Great Britain are not published 
in U.S. trade lists. One would suspect that even larger quantities of 
material from other European sources are not released in the United 
States. The use of foreign catalogs would thus seem mandatory to 
achieve any adequate bibliographical coverage. 
OTHER 
In addition to the services available to the record trade, some con- 
trols are provided by bibliographies that have more or less official na- 
tional status. The most extensive of the bibliographies of this type 
seems to be Catalog: Music and PhonorecordS,16 published by the Li-
brary of Congress. The first semiannual issue of this list, which ap- 
peared in 1953,included entries (based on Library of Congress printed 
cards) for about 200 records. Today, the Library of Congress catalogs 
more than 3,000 titles annually, This figure represents roughly three- 
fifths the total records received by the Library. A n  attempt is made to 
catalog every record of permanent value; this includes almost all classi- 
cal music, movie soundtrack recordings, original cast musicals, and 
many rock and popular music recordings. It is obvious that value judg- 
ments are made, but a real effort is made to provide as complete cover- 
age as possible. The bulk of the listings are for LP records, but as car- 
tridge and cassette tape production increases, more of these will be in- 
cluded. 
Bibliographies from Eastern Europe occupy a unique position, since 
they are at the same time official bibliographies, in-print listings, and 
manufacturers’ catalogs. The Russian list is published in an English 
edition.17 Many of the items, especially in the classical section, are in 
the United States on the Melodiya/Angel label; however those from the 
sections “Music of the Peoples of the USSR,” “Songs by Soviet Compos- 
ers,” and “Variety Music” are less likely to be known abroad. Such rec- 
ords as Lenin’s Favorite Songs and Songs for Young Pioneers are not 
usually found in US.record shops. An interesting feature of the Rus- 
sian catalog is its use of numerical listings by manufacturers’ numbers. 
Similar lists come from Czechoslovakial8 and Rumania.lQ 
Recordings are listed to some extent in general national bibliogra- 
phies, notably those of Germany (Eastz0 and Westz1), Switzerland,2’ 
and Canada.z3 The first three of these devote categories to “Sprechplat- 
ten,” i.e., recordings of the spoken word. The number of items listed 
each month is quite small, usually not more than ten or fifteen titles. In 
the Canadian bibliography, records are included in the appropriate 
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music or literature section. The criteria for inclusion are that the works 

involve Canadian writers, composers or performers, or that the con- 

tents of the recordings relate to Canada; the mere fact of Canadian 

manufacture does not suffice. 

PROBLEMAREAS 
There appear to be few generally available lists of records from 
Latin America or Asia; the occasional items listed in Catalog: Music 
and PhonorecordP or a dealer’s catalog hardly constitute biblio- 
graphic control. Some Latino items may be found in the bibliographies 
published by the Latin-American Music Center at Indiana Un ive r~ i ty .~~  
The current bibliographical tools for sound recordings do not locate 
copies, and there seems little indication that they will do so. In 1971, 
under the auspices of the Music Library Association, a project was 
started to collect National Union Catalog copy for music (previously 
omitted from N U C ) .  The mass of cataloging copy for sound recordings 
which has accrued to the Library of Congress as a result of this project 
will not be included in the projected p u b l i c a t i ~ n . ~ ~  One can only hope 
that this policy will eventually change. 
Two organizations which will probably have an impact on the biblio- 
graphic control of sound recordings are the Association for Recorded 
Sound Collections and the International Association of Sound Archives 
(IASA). The president of the latter organization, Donald L. Leavitt, 
wrote in the first number of Phonographic Bulletin (the official organ 
of IASA): “The lack of national discographies in some countries and 
their relative incompleteness in others offer day-to-day inconveniences 
in the location of published record ing~.”~~ IASA is planning to survey in 
some detail the current situation, define the problem, and “suggest 
steps toward solving it.”26 
Obviously, completeness can never be insured in any bibliography- 
this is likely to remain so as long as free dissemination of information is 
permitted, and probably longer. However, as we have seen, the outlook 
for sound recordings is not one to cause despair and, indeed, offers 
hope for improvement. 
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T w o  RECENT M A J O R  EVENTS emphasize the 
timeliness of a review of proprietary rights in sound recordings that 
affect the uses of archival collections. On October 15, 1971, Public Law 
92-140 was enacted, amending the copyright law to provide a limited 
copyright in sound recordings, protecting against their unauthorized 
reproduction and distribution. This new law applies only to sound re- 
cordings fixed and published on or after February 15, 1972. 
The second event was an international conference in Geneva on Oc-
tober 18-29, 1971, at which representatives from fifty countries adopted 
a “Convention for the Protection of Producers of Phonograms against 
Unauthorized Duplication of their Phonograms.” Under this conven- 
tion each participating country will protect sound records (phono- 
grams) produced in other adhering countries against reproducing, im- 
porting, and distributing unauthorized duplicates intended for the pub- 
lic. This convention becomes effective when at least five countries have 
adhered to it. 
SOME PERTINENTGENERAL OF COPYRIGHTA S P E ~ S  
To elucidate problems that arise in using archival collections of 
sound recordings, it seems necessary to outline some aspects of copy- 
right pertaining generally to literary and musical works, for which 
copyright concepts have been established, and to consider the exten- 
sion of these concepts to the new copyright category of sound record- 
ings. 
DISTINCTION BETWEEN WORK RECORDED AND RECORDING 
First, it is essential to note a vital distinction: the musical composi- 
tion or literary script (often referred to as ?he underlying work”) of 
Abe A. Goldman is General Counsel of the Copyright Office, Library of Congress. 
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which a performance or rendition is recorded is one thing, but the re- 
cording of the sounds produced by the performance or rendition is dis-
tinctly another. This distinction can be illuminated by considering two 
different situations: (1)in a recording of a Beethoven symphony, the 
composer’s symphony is in the public domain, but the recording of the 
performance may be subject to copyright protection; ( 2 )  in a record- 
ing of a recent musical composition, the composition is almost certain 
to be copyrighted for the benefit of the composer and publisher, while 
the recording of the performance may have a separate copyright for 
the recording company and performers. 
A further distinction may be made between the performance or rendi- 
tion that is recorded, and the recording as a finished product that in- 
corporates the work of the recording technicians, editors, etc. This 
distinction is shown by comparing a recording of an orchestral sym- 
phony with a recording of natural or mechanical sounds, such as bird 
calls or traffic noises, which does not involve a performance or rendition. 
COPYRIGHT IN THE UNDERLYING WORK 
Literary and musical compositions have traditionally had copyright 
protection. For purposes of this article, the most significant uses of 
compositions covered by copyright are their reproduction, in printed 
form or in sound recordings, and their public Performance for profit. 
This enumeration of the uses covered by the copyright in literary and 
musical works is not exhaustive. The copyright extends also to transla- 
tions and adaptations of these works) including use in motion pictures 
or other media. The right of public performance, which includes 
broadcasting, pertains to performances by recordings as well as live. 
For dramatic works, this right extends to all public performances, 
whether for profit or not. The list of uses subject to copyright is found 
in 17 United States Code $1. 
The reproduction rights of the copyright owner of a literary or musi- 
cal work are subject to certain limitations. Among these is the provision 
for a compulsory license for recording musical works. Under this provi- 
sion, once the copyright owner has permitted a musical composition to 
be recorded, anyone may record it by giving notice of intention and 
paying two cents per record to the copyright owner. This compulsory 
license does not authorize the duplication of another maker’s sound re- 
cording, it simply authorizes the use of the musical work in the li- 
censee’s own sound recording. Duplication of another maker‘s recording 
would involve use of both the musical composition and the recording 
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itself; the latter, as mentioned, may be subject to a separate copyright. 
The performance rights of the copyright owner of a literary or musi- 
cal work-including performance by playing a sound recording-are 
confined to public performances, and, except for dramatic works, are 
limited to public performances for profit. Thus, playing a recording for 
individual listeners or for a small private group would not be restricted 
by copyright; playing a recording of a nondramatic work for a larger 
public audience would remain free of copyright restriction as long as 
no commercial gain was involved. 
When a copy of a copyrighted work has been sold or given away, the 
owner of that copy is free to use or dispose of it as he or she wishes. 
Thus, an archival institution that has acquired ownership of copies, in- 
cluding recordings, may lend them to its patrons or may sell or other- 
wise dispose of them as it sees fit. 
Perhaps the most significant limitation on the rights reserved to 
copyright owners of literary and musical works is the privilege of users 
to make “fair use” of the work. Though the doctrine of fair use is 
widely known and much discussed, its bounds are imprecise, and it is 
no more capable of precise definition than are concepts such as due 
care, fair play, or ethical conduct. Broadly, the fair use doctrine per- 
mits the reproduction of a reasonable portion of a work necessary for a 
legitimate purpose in circumstances that do not impair the copyright 
owner’s potential market. However, no general rule of thumb can be 
stated as to how much of a work may be reproduced as a fair use in 
the great variety of situations where the doctrine might be applied. 
No provision for fair use is found in the present copyright statute. 
The doctrine has been developed in court decisions over a long period, 
but these decisions have dealt primarily with quotations by authors 
from the works of other authors. However, the principles underlying 
the doctrine as enunciated by the courts are applicable to the repro- 
duction of extracts from copyrighted works for other purposes. In the 
successive bills that have been in Congress for a comprehensive revi- 
sion of the copyright law (currently S. 644 in the 92nd Congress), fair 
use is explicitly provided for ($107), and mention is made of “repro-
duction in copies or phonorecords” as possible instances of fair use, and 
of “teaching, scholarship, or research” among the stated examples of 
purposes for fair use. This bill lists the principal criteria of fair use as 
extracted from the court decisions : 
In determining whether the use made of a work in any particdar case is a 
fair use, the factors to be considered shall include: 
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(1j the purpose and character of the use; 
(2) the nature of the copyrighted work; 
(3) the amount and substantiality of the portion used in relation to the 
copyrighted work as a whole; and 
(4)  the effect of the use upon the potential market for or value of the 
copyrighted w0rk.l 
Librarians have usually acted on the premise that the fair use doc- 
trine justiiies reproduction of a single copy of a portion of a COPY-
righted work (usually an article in a journal or a comparable portion of 
a book) for research use by an individual. Reproducing multiple copies 
for a group has generally not come within the bounds of fair use, and 
publishers have expressed their fear that the single-copy premise might 
lead to the reproduction of a number of “single copies” of the same 
work for many individuals. The single-copy premise is being chal- 
lenged in a suit (Williams and Wilkins Co. vs. T h United States) now 
pending in the U.S. Court of Claims involving materials copied by the 
National Library of Medicine from the plaintiffs copyrighted medical 
journals. 
The pending bill for copyright law revision also contains special 
provisions ( §108),supplementing the general fair use provisions, for the 
reproduction of copyrighted material by libraries. Under these special 
provisions, a library would be expressly permitted: (1)to make a single 
copy or phonorecord of an unpublished work in its collections, either 
for preservation or for deposit in another library; (2)  to make a single 
copy or phonorecord of a published work to replace one that is dam- 
aged, deteriorated, lost, or stolen, when a new one is not available for 
purchase; and (3)  to make a copy for a researcher of certain kinds of 
works (not including musical or audiovisual) beyond the limits of fair 
use, if a new copy is not available for purchase. In addition, libraries 
would not be liable for unsupervised public use of reproducing equip- 
ment on their premises, as long as a copyright warning was posted on 
the equipment. 
EXTEZWION TO SOUNDRECORDINGSOF COPYRIGHT 
Until recently the copyright statute of the United States did not pro- 
vide for protection of sound recordings as works in themselves, distinct 
from the musical or literary works recorded. The justice of providing 
for their protection against unauthorized duplication for sale has been 
recognized almost universally, and successive bills for general copy- 
right law revision have provided that protection. 
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Enactment of the general revision bill has been held up because of 
other issues, but the rampant growth of “record piracy” prompted the 
Congress to extract from that bill, for immediate enactment in October 
1971, the substance of its provisions to protect sound recordings against 
unauthorized duplication and distribution. 
As already mentioned, the new act, Public Law 92-140, amends the 
copyright statute to extend protection to sound recordings fixed and 
published on or after February 15, 1972. It would reserve to the copy- 
right owner-usually the company that produced the recording-the 
right to make and distribute duplicates. It would not preclude others 
from making imitative recordings of their own, although the other re- 
corder would need to deal with the copyright owner of the musical or 
literary work recorded. Nor would it impose any obligation on using 
the recording for a public performance, although the user may need to 
obtain a license for the public performance of the musical or literary 
work embodied in the recording. 
The current version of the general revision bill presently in the Sen- 
ate (S. 644,92nd Cong.) proposes to require, with certain exceptions, 
that broadcasters and others who use sound recordings for public per- 
formances pay royalties to the copyright owners who will share them 
with the performers. This is in addition to the royalties paid for public 
performances of the recorded music, shared by the composers and pub- 
lishers. No such provision was in the general revision bill passed by the 
house in April 1967 ( H.R. 2512,gOth Cong. ) . 
The new act protecting sound recordings against unauthorized du- 
plication specifies that transmitting organizations may reproduce sound 
recordings for their own use. This parallels current practice and provi- 
sions in the general revision bill in which broadcasters make tapes of 
their programs where they reproduce the sound recordings to be 
played. 
The new act requires that for a sound recording to be copyrighted, 
the copies published (or their labels or containers) are to bear a copy- 
right notice consisting of the symbol @, the year of first publication, 
and the name of the copyright owner. As in the case of other classes of 
works under the copyright law, absence of the notice can usually be 
taken to indicate that the sound recording is not protected by copy- 
right. 
Note must be taken, however, that for musical and literary works the 
copyright notice (the word “Copyright” or the symbol 0)is required 
on visual copies but not on phonorecords. Thus, unless it is known that 
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the musical or literary work embodied in a sound recording is in the 
public domain, it is prudent to assume, when considering uses of a 
sound recording, that the musical or literary work is under copyright. 
What about sound recordings made before February 15, 1972 that 
are not covered by the copyright statute? While the question has not 
been firmly settled, several courts have held that their unauthorized 
duplication for sale is unlawful under common law principles relating 
to misappropriation, or is in violation of the special criminal statutes in 
some states. 
The new act pertaining to sound recordings does not apply to the 
sound tracks of motion pictures. Videotapes and videocassettes are pre- 
sumably to be treated as motion pictures for purposes of copyright. 
Motion pictures are protected under the copyright law as a separate 
class of works, and their protection embraces public performances as 
well as reproduction. 
The recently completed international “Convention for the Protection 
of Producers of Phonograms against Unauthorized Duplication of their 
Phonograms” corresponds closely in substance with the new law en- 
acted in the United States. All countries adhering to the convention 
would protect sound recordings produced in other adhering countries 
against making, importing, and distributing unauthorized duplicates 
for sale to the public. Adhering countries would not be required to pro- 
vide protection against duplication for any purpose other than public 
distribution. Any adhering country could, if desired, require that all 
authorized duplicates bear a notice such as the new U.S. law requires. 
The convention would permit any adhering country to limit the protec- 
tion given to sound recordings in the same way as it limits the protec- 
tion given to literary and musical works. The new US.  law is in accord 
in all respects with the substantive provisions of the convention. 
The new U.S. law specifies that it will be effective only for sound 
recordings made and published before January 1, 1975. I t  was appar- 
ently the supposition of the Congress that similar provisions for the 
protection of sound recordings, perhaps with modifications, would be 
enacted before that date, either as part of the general revision legisla- 
tion or separately. 
THEEFFECTOF COPYRIGHTON USESOF SOUNDRECORDINGS 
IN ARCHIVALCOLLECTIONS 
A phonorecord (i.e., a disc, tape, or other physical object from which 
the sound recording can be played) may embody copyrighted material 
L m m r  TRENDS152 1 
Copyright 
of two distinct kinds: the literary or musical compositions of which a 
performance has been recorded, and the series of sounds constituting 
the sound recording as a work in itself. 
Perhaps the most common use made of archival collections of phono- 
records is to play them for, or allow them to be played by, individual 
listeners or small groups. As indicated, this would not be affected in 
any way by copyright. For the musical or literary works embodied in 
the phonorecord, their performance becomes subject to copyright (in 
that a performing license is required) only when the performance is 
given for a public audience and, except in the case of a dramatic work, 
someone profits from the public performance. The copyright in the 
sound recording itself is confined to its unauthorized duplication and 
does not extend to its performance in any case. 
As libraries may lend books containing copyrighted literary or musi- 
cal works, so they are free to lend phonorecords. On this point, a report 
of the House Committee on the Judiciary said about the new law: 
Many public libraries and some school and college libraries have long 
offered their patrons the service of lending sound recordings of music, 
dramatic readings, language instruction and similar works in the same 
manner in which they lend books, periodicals and other materials. Some 
of these nonprofit libraries may require the payment of a small sum for 
the use of relatively new recorded works which are, for a time, in heavy
demand. It is not the intention that the limitations on lending or renting 
contained in proposed new Section 1( f )  reach out to apply to these long- 
established practices by nonprofit libraries, When a library has acquired 
ownership of a lawful recording, the “first sale doctrine” referred to above 
leaves the library free to lend or otherwise dispose of that recording.2 
A library that lends phonorecords may know or have reason to be- 
lieve that some borrowers will make duplicates of the sound recording 
for their private collections. The library would not appear to incur any 
risk of liability on that account. The house committee report also dealt 
with home recording as follows: 
In approving the creation of a limited copyright in sound recordings it 
is the intention of the Committee that this limited copyright not grant any 
broader rights than are accorded to other copyright proprietors under the 
existing title 17. Specifically, it is not the intention of the Committee to 
restrain the home recording, from broadcasts or from tapes or records, of 
recorded performances, where the home recording is for private use and 
with no purpose of reproducing or otherwise capitalizing commercially 
on it. This practice is common and unrestrained today, and the record 
producers and performers would be in no different position from that of 
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the owners of copyright in recorded musical compositions over the past
20 years.5 
Libraries with phonorecord collections are sometimes asked to make 
a duplicate of a recording, or part of a recording, for use in teaching or 
studying. It seems clear that the fair use doctrine would apply to sound 
recordings on the same basis as it does to literary and musical works. 
To what extent then is a library justified by this doctrine in reproduc- 
ing a sound recording for such individual purposes? No specsc rule 
would be entirely reliable, A large element of good judgment must be 
exercised, but some guidelines can be suggested. 
One principle is that making a copy of an entire work or the major 
portion of a work, as a substitute for an authorized copy that is avail- 
able for purchase, would almost never be considered fair use. The 
other extreme would be copying such a small extract that the user 
should not be expected to buy the entire work for that small portion. In 
the usual case, a relatively small extract from a sound recording is 
probably all that a teacher or scholar needs for educational or research 
purposes, and supplying a reproduction of such a portion would come 
well within the bounds of fair use. 
Reproduction of a fairly large part of a sound recording, if needed 
for a legitimate purpose, could presumably be justified as a fair use 
where authorized copies are not available for purchase, as in the case 
of an older out-of-print recording. In such a case, if nothing less will 
serve the purpose, a library might well consider it justifiable to supply 
a reproduction of the entire recording. 
It is difficult to conceive a situation in which the doctrine of fair use 
would embrace the reproduction in multiple copies of copyrighted ma- 
terial embodied in or consisting of a sound recording. If multiple cop- 
ies are wanted, the proper course would appear to be to seek permis- 
sion from the copyright owners. 
A library may find it necessary to duplicate recordings in its collec- 
tions for security or preservation, and this may sometimes require that 
a recording in one form, say on a disc, be duplicated in another form, 
as on tape. Here too, the availability of phonorecords in the desired 
form for purchase from regular sources may be decisive. If the dupli- 
cate needed for security or preservation is available for purchase, it 
seems reasonable to expect the library to buy it. If it cannot be pur- 
chased, the library would be warranted in making the duplicate in the 
form required for the security or preservation of its collections. 
A few broad observations should be added about unpublished sound 
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recordings, such as recordings of folk music and oral history, that find 
their way into archival collections. Because of the complexities in- 
volved when other circumstances exist, these comments are confined to 
a situation in which the archival institution has acquired the recordings 
from the persons who made them or from others who are in a position 
to authorize their use. This assumes that these persons have obtained 
transfers or waivers from those whose performances or discourses have 
been recorded, a fact the institution will need to corroborate. Given 
this situation, the institution should have reached some understanding 
with the donors or vendors, preferably in writing, on the rights or privi- 
leges of use that may be exercised, and it should, of course, be gov- 
erned by that understanding. 
If the archival institution has been given ownership of the property 
rights in the unpublished recording, it can handle the recording as it 
wishes; it will make policy decisions about how many duplicates it will 
make or allow others to make, or about playing the recording privately 
or publicly. 
If no restrictions were imposed by the donor, placement of the un- 
published recordings with the archival institution, making them pub- 
licly accessible, could be taken to imply the donor’s consent to their 
being handled comparably to the institution’s other collections. This 
might include playing the recording for private listeners, reproducing 
extracts for teachers or scholars, and perhaps further uses in accor- 
dance with the institution’s usual practices. 
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